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(Recording i n c l u d e d ) 
C l a r i n e t and p i a n o ; p r e m i e r e d by 
Double Image a t L e i g h t o n House i n 
March 1994 as p a r t o f t h e London 
F e s t i v a l o f Women i n Music, and 
per f o r m e d i n May 1994 a t Durham 
U n i v e r s i t y by Stephen Penton and Bob 
Wieck. Performed by Sy n c h r o n i a i n St 
L o u i s , USA i n March 1996. 




V i o l i n and v i o l a ; p e r f o r m e d a t t h e 
Chard F e s t i v a l o f Women i n Music i n 
May 1992 by members o f t h e Bingham 
Q u a r t e t . 
3 THE STONES OF 
SWINSIDE FELL 
5 mins 
A p r i l 1992 
(Recording included) 
F l u t e , v i o l i n and p i a n o ; p l a y e d as 
p a r t o f a workshop i n Durham i n May 
1992 by P o l y p h o n i a . Performed i n S t 
L o u i s , USA i n November 1994 by 






For s o l o v i o l a . 
VOCAL WORKS 
5 ADVENTUS AMORI 
10 mins 
August 1992 
(R e c o r d i n g i n c l u d e d ) 
C h o i r , soprano s o l o i s t and p i a n o 
accompaniment; p e r f o r m e d i n December 
1993 by t h e West Sussex P h i l h a r m o n i c 
C h o i r and i n December 1994 by t h e 
Durham S i n g e r s . 
6 THE LADIES' DEFENCE Song c y c l e commissioned by Musica 
15 mins 
May 1994 
Mundi f o r mezzo soprano, c e l l o 
and h a r p s i c h o r d . Performed by t h e 
ensemble i n Bath i n September 1995, 
London i n November 1995 and a t 




(R e c o r d i n g i n c l u d e d ) 
For 16 unaccompanied v o i c e s . 
Performed by t h e New London Chamber 
C h o i r a t t h e Royal Academy o f Music 
i n F e b ruary 1995. 
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ELECTROACOUSTIC WORKS 
8 IN THE GLOW OF THE E l e c t r o a c o u s t i c p i e c e u s i n g t h e 
INNER LIGHT 
12 mins 
A p r i l 1992 
sounds o f my v o i c e , c l i c k i n g f i n g e r s , 
f i l t e r e d n o i s e , oboe and cymbal, w i t h 
e f f e c t s . Performed a t Durham, June 
1992 ( P a r t I i n March) and a g a i n i n 
t h e autumn. B r o a d c a s t on r a d i o i n S t 
L o u i s , November 1994. 




r e v i s e d December 
1993, June 1994 
and December 1994 
s t u d i o t e c h n i q u e s t o m a n i p u l a t e and 
c r e a t e t e x t u r e s o f sound f r o m samples 
o f gongs, v o i c e and t h e Javanese 
Gamelan. Performed a t Durham 
U n i v e r s i t y i n June 1994 and A p r i l 
1995. 
ORCHESTRAL 
10 IN SEARCH OF LORIEL For o r c h e s t r a . Performed by t h e 
7 mins N o r t h e r n S i n f o n i a i n October 1994 
August 1994 i n a workshop i n a s s o c i a t i o n w i t h 




(Act I of Opera) 
35 mins 
June 1995 
1 s t A c t o f opera, f o r 6 s o l o r o l e s 
and chamber ensemble. L i b r e t t o by 
t h e composer. A l t h o u g h c o n c e i v e d as 
t h e f i r s t o f t h r e e A c t s o f a l a r g e r 
o p e r a , n e v e r t h e l e s s t h i s A c t i s 
p e r f o r m a b l e as i t s t a n d s i n i t s own 
r i g h t . On SPNM s h o r t l i s t . 
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As a composer my main sources o f i n s p i r a t i o n a r e t h e n a t u r a l 
e n v i r o n m e n t , a sense o f s p i r i t u a l i t y and energy i n l i f e , 
h i s t o r i c a l and gender i s s u e s , and a c o n c e r n t o u n d e r s t a n d and 
t o r e c o n c i l e t h e d a r k e r s i d e o f human n a t u r e i n t o an 
i n t e g r a t e d whole i n t h e c o n t e x t o f my own b e l i e f and 
e x p e r i e n c e o f God and t h e power o f good t o overcome e v i l . 
A l t h o u g h e x p e r i e n c e s o f p e r f o r m i n g and s t u d y i n g music by many 
d i f f e r e n t composers, r e s e a r c h i n g and r e a d i n g books, d i s c u s s i n g 
i s s u e s w i t h o t h e r composers and s i m p l y l i v i n g on t h i s p l a n e t 
f o r m t h e background t o any composer's development, and one i s 
n a t u r a l l y drawn t o produce music s i m i l a r t o o t h e r l i k e - m i n d e d 
p e o p l e , I have n o t c o n s c i o u s l y s o ught t o model my music on any 
one p a r t i c u l a r i n s p i r a t i o n a l s o u r c e . R a t h e r i t has been t h e 
i n n e r need t o u n d e r s t a n d , t o ex p r e s s and t o convey c e r t a i n 
deep human t r u t h s w h i c h has d r i v e n and shaped t h e d i r e c t i o n o f 
my own p e r s o n a l m u s i c a l e x p l o r a t i o n . 
The e s s e n t i a l approach on a t e c h n i c a l l e v e l t o w a r d s t h e 
s t r u c t u r e o f my c o m p o s i t i o n a l work i n most o f t h e p i e c e s 
s u b m i t t e d i n t h e p o r t f o l i o i s t h a t o f i n t r o d u c i n g two o r more 
d i s p a r a t e elements i n t o a p a r t i c u l a r work, c r e a t i n g a c o n f l i c t 
between them and r e s o l v i n g t h a t c o n f l i c t i n t h e c o u r s e o f t h e 
p i e c e . The s t r u c t u r e i s a l s o c r e a t e d w i t h t h e pro g r a m m a t i c 
element b e h i n d t h e c h o i c e o f t i t l e i n mind, o r i f a v o c a l work 
f r o m t h e shape o f t h e images and emotions formed f r o m t h e 
6 
chosen t e x t s . 
M e l o d i c l i n e s a r e formed f r o m t h e c o n c e p t i o n o f e v o l u t i o n 
o u twards f r o m a p a r t i c u l a r f o c a l p i t c h o r s e t o f f o c a l 
p i t c h e s . By moving away i n d i a t o n i c terms f r o m t h e domain o f 
t h e o r i g i n a l f o c u s and r e t u r n i n g t o w a r d s t h e o r i g i n a l o r a 
d i a t o n i c a l l y r e l a t e d f o c u s t h i s m u s i c a l development i s 
i n t e n d e d t o c r e a t e a sense o f r e s o l u t i o n . The p r o g r e s s i o n o f 
f o c a l p i t c h e s i s n o t meant t o be o b v i o u s b u t r a t h e r u n d e r p i n s 
t h e m u s i c a l development o f t h e p i e c e a t a deeper s t r u c t u r a l 
l e v e l . Those p i t c h e s w h i c h a r e chosen u s u a l l y have s t r o n g 
c o n n e c t i o n s e i t h e r w i t h E o r D m a j o r , w h i c h f o r me have s t r o n g 
v i s u a l and b r i g h t c o n n o t a t i o n s e s p e c i a l l y when p l a c e d i n a 
medium o r h i g h r e g i s t e r . 
My approach t o harmonic c o n s t r u c t i o n l i e s i n a l i n e a r m u s i c a l 
c o n c e p t i o n w h i c h stems f r o m i n f l u e n c e s o f non-western 
t r a d i t i o n a l h e t e r o p h o n i c music e s p e c i a l l y t h a t o f t h e Javanese 
Gamelan. F r e q u e n t l y l i n e s o f music w i l l be repeeited s l i g h t l y 
a l t e r e d and n o t q u i t e s i m u l t a n e o u s l y i n a n o t h e r p a r t , a l l 
p a r t s moving towards a u n i s o n n o t e , o r a p a r t i c u l a r c h o r d . 
There i s a l s o a t r a d i t i o n a l sense o f E n g l i s h n e s s i n my music 
based on o l d e r modal c o n n o t a t i o n s w h i c h pervade t h e music o f 
t w e n t i e t h c e n t u r y composers such as Vaughan W i l l i a m s , B r i t t e n 
and T i p p e t t . 
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Chords a r e f r e q u e n t l y c o n s t r u c t e d f r o m a m i x t u r e o f p e r f e c t 
4 t h s and 5 t h s , stemming f r o m a modal sense o f consonance, w i t h 
t h e a d d i t i o n o f t r i t o n e s , major 7 t h s and minor 2nds, t h e most 
d i s s o n a n t i n t e r v a l s . A t a b a s i c harmonic l e v e l a sense o f 
c o n f l i c t between consonance and di s s o n a n c e l i e s b e h i n d t h e 
c h o i c e o f p i t c h e s . Techniques o f p r o d u c i n g g r a d u a l and 
m i c r o t o n a l p i t c h changes and d i s t o r t i o n by u s i n g g l i s s a n d i and 
n o t e bends a l s o f o r m an i m p o r t a n t p a r t i n c r e a t i n g t h e f a b r i c 
o f many p i e c e s . 
I n two p i e c e s t h e m i x i n g o f d i f f e r e n t m u s i c a l t r a d i t i o n s has 
been c a r r i e d o u t p a r t i c u l a r l y o v e r t l y . "Adventus A m o r i " 
c o n t a i n s m ediaeval t e x t s , and t h e m u s i c a l m a t e r i a l f o r t h e two 
s e c t i o n s o f t h e p i e c e where t h e y a r e s e t was c r e a t e d w i t h a 
v e r y s t r o n g presence o f open f o u r t h s and f i f t h s i n t h e 
harmonic m a t e r i a l . "The L a d i e s ' Defence", a s e t t i n g o f 
e i g h t e e n t h c e n t u r y poems, opens w i t h a c l a s s i c a l p a s t i c h e and 
elements o f c l a s s i c a l m u s i c a l w r i t i n g such as t r i l l s a r e 
i n c o r p o r a t e d i n t o t h e m u s i c a l f a b r i c . 
R h y t h m i c a l l y I have sought t o c r e a t e a sense o f i r r e g u l a r ebb 
and f l o w i n t h e m u s i c a l m a t e r i a l o f many p i e c e s by m i x i n g 
d i f f e r e n t rhythms such as t r i p l e t s and d u p l e t s t o g e t h e r i n 
d i f f e r e n t p a r t s . For i n s t a n c e t h e whole c o n c e p t o f 
"Gyroscope" i s one o f a c o n s t a n t l y moving p r o g r e s s i o n , and 
a l t h o u g h c e r t a i n r e c o g n i s a b l e m o t i v e s appear i n t h e p i e c e t h e y 
a r e n o t o n l y a l l c r e a t e d t o i n c r e a s e o r decrease momentum i n 
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t h e m s e l v e s , b u t t h e music i s d e l i b e r a t e l y c o n s t r u c t e d t o 
p r e v e n t any s t r o n g sense o f r h y t h m i c development f r o m b e i n g 
e x p e r i e n c e d by t h e l i s t e n e r . By c o n t r a s t i n "The Stones o f 
Sw i n s i d e F e l l " t h e r e a r e two main t y p e s o f m a t e r i a l s e t i n 
c o n f l i c t w i t h one a n o t h e r - one connected w i t h an i r r e g u l a r 
r h y t h m i c ebb and f l o w and t h e o t h e r w i t h a r t i c u l a t e d quaver 
rhythms. 
T e x t u r a l l y t h e l i m i t a t i o n s and q u a l i t i e s o f p a r t i c u l a r 
i n s t r u m e n t s a f f e c t t h e c o n s t r u c t i o n o f t h e music. Both 
i n s t r u m e n t s i n "Gyroscope" w h i c h i s composed f o r c l a r i n e t and 
p i a n o a r e s u i t e d t o e x e c u t e a r p e g g i o s over l a r g e spans o f 
r e g i s t e r , and t h e m e l o d i c m a t e r i a l r e f l e c t s t h e s e 
c a p a b i l i t i e s . I n t h e e l e c t r o a c o u s t i c genre where l a r g e and 
complex t e x t u r e s o f sound can be c r e a t e d f r o m v e r y s i m p l e 
s t a r t i n g m a t e r i a l , e x p l o r a t i o n s i n c h a n g i n g t h e f u n d a m e n t a l 
envelope o f a p a r t i c u l a r sound can be c a r r i e d o u t a t an 
e x t r e m e l y s u b t l e l e v e l , a l l o w i n g d i s t o r t i o n s and m u s i c a l 
development t o occur v e r y g r a d u a l l y . 
The p o r t f o l i o c o n t a i n s works c o v e r i n g a wide v a r i e t y o f 
g e n r e s , chamber music, v o c a l w o r k s , e l e c t r o a c o u s t i c p i e c e s , an 
o r c h e s t r a l work and a chamber o p e r a . T h i s l a t t e r work, based 
on t h e e v e n t s s u r r o u n d i n g t h e r e b e l l i o n o f Boudica a g a i n s t t h e 
Roman o c c u p a t i o n o f B r i t a i n , r e p r e s e n t s t h e c u l m i n a t i o n o f my 
c o m p o s i t i o n a l r e s e a r c h e s . The music o f t h i s p i e c e i s based on 
a f u n d a m e n t a l t h r e e n o t e m u s i c a l m o t i v e which i s c o n s t r u c t e d 
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f r o m a c h r o m a t i c c i r c l i n g p a t t e r n o f p i t c h e s . I n more j o y f u l 
and i n n o c e n t moments, t h i s m o t i v e appears c o n s t r u c t e d f r o m 
i n t e r v a l s o f a t o n e r a t h e r t h a n a sem i t o n e . I n essence t h i s 
s u b t l e b u t p o w e r f u l change between semitone and t o n e b o t h on 
a l i n e a r and harmonic l e v e l s h o u l d be seen i n t h e t r a d i t i o n a l 
c o n t e x t o f w e s t e r n m u s i c a l c o n c e p t i o n s . D i a t o n i c m u s i c a l 
language i s r e l a t e d t o what i s p o s i t i v e and c h r o m a t i c 
d i s s o n a n c e t o what i s d e s t r u c t i v e , and my m u s i c a l language 
stems f r o m my own i n t e r p r e t a t i o n o f t h e c o n f l i c t and 
r e s o l u t i o n o f t h e s e a n t i t h e s e s . 
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CHAMBER WORKS 
1 GYROSCOPE f o r c l a r i n e t and piano (8 mins) 1992 
As a c h i l d I had been f a s c i n a t e d by s e e i n g t h e r o t a t i o n and 
e l e v a t i o n o f a gyroscope on i t s a x i s demonstrated by t h e 
s c i e n t i s t Heinz W o l f f i n one o f t h e s e r i e s o f t h e C h r i s t m a s 
L e c t u r e s b r o a d c a s t on t e l e v i s i o n f r o m t h e Royal I n s t i t u t i o n . 
W i t h t h e s e memories as a s t a r t i n g p o i n t i t was t h e i n t e n t i o n 
i n t h i s work t o convey a sense o f f l u x and r o t a t i o n , o f 
r h y t h m i c and t e x t u r a l ebb and f l o w and o f a movement i n t h e 
music f r o m moment t o moment w h i c h was n o t c o m p l e t e l y a t r e s t 
b u t c o n v e r s e l y d i d n o t have one s t r o n g l y demarcated c l i m a x . 
The sense o f f l u x and r o t a t i o n w h i c h l i e s b e h i n d t h e 
c o n s t r u c t i o n o f t h e p i t c h and r h y t h m i s a l s o c r e a t e d by 
s h i f t i n g between d i f f e r e n t r e g i s t e r s , a n a t u r a l i n s t r u m e n t a l 
q u a l i t y o f b o t h t h e c l a r i n e t and p i a n o . I n t h e c l a r i n e t 
w r i t i n g f r e q u e n t use i s made o f n o t e bends downwards and back 
t o t h e s t a r t i n g n o t e , t h i s c i r c u l a r movement o f sound stemming 
f r o m t h e c o n c e p t o f a gyroscope r o t a t i n g . Techniques o f u s i n g 
t h e p i a n o s t r i n g s t o c r e a t e harmonics and g l i s s a n d i i n o r d e r 
t o expand t h e t e x t u r a l p o s s i b i l i t i e s o f t h i s i n s t r u m e n t were 
drawn f r o m t h e e x p e r i e n c e o f p e r f o r m i n g "Seven S h o r t P i e c e s 
f o r P i ano" by R o b e r t Sherlaw Johnson. 
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The c i r c l i n g m o t i o n o f a gyroscope was t r a n s l a t e d m e l o d i c a l l y 
i n t o c i r c u l a r m o t i v i c p a t t e r n s f r o m w h i c h g r e a t e r spans o f 
r e g i s t e r e v o l v e . The shape o f t h e opening g e s t u r e i n t h e 
c l a r i n e t , and t h e g e s t u r e w h i c h appears i n t h e f o r m o f a 
response i n t h e r i g h t hand o f t h e p i a n o a t bar 5 w h i c h t r a v e l s 
downwards a g r e a t e r i n t e r v a l l i c d i s t a n c e a l l o w t h i s p r o c e s s o f 
e x p a n s i o n t o d e v e l o p , as shown i n Ex 1.1 below. ( A l l examples 
o f t h e c l a r i n e t l i n e f o r t h i s p i e c e a r e g i v e n a t s o u n d i n g 
p i t c h and n o t t h e w r i t t e n p i t c h as appears i n t h e s c o r e . ) 
Ex 1.1 
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C e r t a i n p i t c h e s a c t as f o c a l p o i n t s t o and f r o m w h i c h m u s i c a l 
l i n e s p r o g r e s s , t h e i r i m p o r t a n c e b e i n g emphasized e i t h e r by 
r e p e t i t i o n o r by a p p e a r i n g as a bass n o t e o r a t a h i g h p o i n t 
o f a p a r t i c u l a r phrase. No f o c u s r e t a i n s i t s i m p o r t a n c e f o r 
l o n g , b u t t h e r e i s a s h i f t o f emphasis between p i t c h e s as t h e 
work p r o g r e s s e s . A l t h o u g h s e p a r a t e d o f t e n i n terms o f 
r e g i s t e r , f o c a l p i t c h e s appear i n c l o s e p r o x i m i t y t o o t h e r 
p i t c h e s a semitone a p a r t , c r e a t i n g c l u s t e r s o f d i s s o n a n t 
n e i g h b o u r n o t e s , as t h e diagram o f i m p o r t a n t p i t c h movements 
i n t h i s work shows i n Ex 1.2 o v e r l e a f . N o t a b l e c l u s t e r s o f 
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T h i s overview of the important p i t c h movements of the work can 
be f u r t h e r reduced as appears a t Ex 1.3 below. E s s e n t i a l l y 
t h e r e i s a movement i n the piec e from a focus around E t o t h a t 
a t r i t o n e away on Bb. The p i t c h e s of A and B appear i n c l o s e 
proximity t o Bb, i n order t o c r e a t e a diss o n a n t e f f e c t i n the 
musical c o n s t r u c t i o n around t h i s f o c a l p i t c h . There a r e many 
i n s t a n c e s of C C# and D appearing together as w e l l . Although 
the focus here i s e s s e n t i a l l y on D, C and C# ser v e a not 
d i s s i m i l a r f u n c t i o n towards t h i s p i t c h as do A and B i n 
r e l a t i o n t o Bb. I t i s only i n the l a s t p a r t of the p i e c e t h a t 
the focus s e t t l e s more c l e a r l y on D and A, before the r e t u r n 
of the c l a r i n e t onto E i n the low p a r t of i t s r e g i s t e r . 
Ex 1.3 
as »Pt 
Many c l u s t e r s of p i t c h e s appear grouped i n t h r e e s . At the 
opening of the work, the p i t c h of E on the c l a r i n e t i s 
d e l i b e r a t e l y o f f s e t on the piano by D# and F. The descent 
onto E a t the end i s o f f s e t on the piano by D and D#, and thus 
the t r i c h o r d which begins the piec e has descended by a 
semitone. 
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A s u b s t a n t i a l p a r t of the piano accompaniment c o n s i s t s of 
chordal m a t e r i a l , which appears most f r e q u e n t l y i n the outer 
p a r t s of the work i n order to give a sense of symmetry to the 
o v e r a l l s t r u c t u r e . These chords are o f t e n c o n s t r u c t e d from 
groups of s i x notes. 
Analyzed i n terms of i n t e r v a l l i c content, t h e r e a r e two 
d i f f e r e n t b a s i c types of chordal m a t e r i a l used, t h a t based on 
a s e t of 0 2 4 6 7 9 (type A), and the other on a s e t of 0 l 
3 4 6 8 (type B ) . Type A m a t e r i a l appears i n the outer p a r t s 
of the p i e c e , and type B l a r g e l y i n the c e n t r a l a r e a . T h i s 
c r e a t i o n of harmonic m a t e r i a l a s s o c i a t e d w i t h a reasonably 
s t a b l e i n t e r v a l l i c s t r u c t u r e g i v e s a sense of c o h e s i v e n e s s 
underlying the f l u x and change of the melodic l i n e . Often the 
piano chords are arpeggiated, i n order t o allow the piano 
m a t e r i a l to develop g r a d u a l l y from a c l e a r harmonic block of 
sound to a l i n e a r s t y l e of w r i t i n g and back again during the 
progression of the p i e c e . 
Ex 1.4 
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Below i s a t a b l e c a t a l o g u i n g the appearances of piano chordal 
m a t e r i a l i n the work. Where the piano m a t e r i a l has become 
c l e a r l y melodic i n nature, these c o l l e c t i o n s of notes are not 
analyzed i n t h i s way. Included i n the t a b l e are r e f e r e n c e s t o 
changes i n tempi markings and main s t r u c t u r a l f e a t u r e s which 
a r e considered l a t e r on. 
PIANO 
Chordal M a t e r i a l 




0 2 4 6 7 9 









Bar 4 0 2 5 7 
Bar 5 0 3 5 6 8 10 
Bar 7 0 2 3 4 5 6 7 9 
Bar 7 0 2 4 6 7 
Bar 9 0 2 4 6 7 9 
Bar 10 0 2 4 6 7 9 
Bar 12 0 2 4 5 7 9 10 
Bar 13 0 2 4 6 7 
Bar 16 0 2 4 6 7 9 
Bar 17 0 2 4 6 7 9 
Bar 18 0 2 4 5 7 9 
Bar 19 0 2 4 6 7 9 
Bar 20 0 2 4 6 7 9 
Bar 21 0 2 3 4 6 7 9 
Bar 22 0 2 4 5 7 9 
Bar 23 0 2 4 6 7 9 
Bar 26 0 2 4 6 9 
Bar 29 0 2 4 5 7 8 9 
Bar 32 0 2 3 5 8 
Bar 35 T e x t u r a l change -- low c l a r i n e t TEMPO I I 
and piano s t r i n g p l u c k s and harmonics 
Bar 44 0 1 3 5 8 9 
Bar 48 Development of opening s e c t i o n TEMPO I 
Bar 48 0 1 3 4 6 8 
Bar 48 0 1 3 4 7 8 
Bar 50 0 1 3 4 6 8 
Bar 50 0 1 3 4 8 
Bar 53 0 3 4 6 8 
Bar 55 0 1 3 4 6 8 
Bar 58 0 1 3 4 5 6 8 
Bar 59 Short piano s o l o l e a d i n g t o f u r t h e r development 
Bar 59 0 1 3 4 6 TEMPO I I 
Bar 60 0 1 3 4 6 8 
Bar 60 0 1 3 4 5 6 
Bar 61 0 3 4 7 8 
Bar 62 0 1 2 4 6 8 9 
Bar 63 0 1 3 4 6 8 X 2 
Bar 66 0 1 3 4 6 7 
Bar 66 0 1 3 4 6 3 
Bar 66 0 1 3 4 7 8 X 2 
Bar 67 0 1 3 4 6 3 
Bar 67 1 6 0 1 2 6 7 8 
Bar 68 - 71 F i r s t climax 
Bar 68 0 2 3 4 5 8 
Bar 72 C l a r i n e t s o l o followed by i n c r e a s e i n momentum i n 
both p a r t s 
Bar 72 0 2 4 6 7 9 
Bar 80 0 1 2 4 6 
Bar 82 - 86 Second climax TEMPO I I I 
Bar 82 0 4 5 6 7 
Bar 84 0 2 4 6 7 9 X 2 
Bar 85 0 2 4 6 7 9 x 2 
Bar 87 0 2 4 5 7 9 TEMPO I I 
Bar 87 0 1 3 4 7 8 9 
Bar 88 0 2 4 5 7 X 2 
Bar 89 0 2 3 4 5 6 7 TEMPO I 
Bar 89 0 2 4 6 7 9 
Bar 90 0 2 4 6 7 9 
Bar 92 0 2 4 6 7 9 
Bar 93 0 2 4 6 7 9 
Bar 94 0 2 4 5 7 9 
Bar 96 0 2 4 6 7 9 
Bar 97 0 1 3 5 6 8 
Bars 100/101 0 1 2 3 4 6 7 8 10 
Another u n i f y i n g f e a t u r e i s the r e l a t i o n s h i p of the opening 
l i n e of the c l a r i n e t t o t h a t which appears a t the end of the 
pi e c e . As shown i n Ex 1.5 t h e r e i s an approximate p i t c h 
retrograde of t h i s m a t e r i a l . 
Ex 1.5 
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The retrograde i s not e x a c t , and the second h a l f of the 
opening m a t e r i a l i s repeated a tone lower than o r i g i n a l l y . 
R hythmically t h e r e i s no connection between the o r i g i n a l 
m a t e r i a l and i t s re t r o g r a d e appearance, and t h e r e would not be 
any a u r a l awareness of t h i s a s p e c t of musical c o n s t r u c t i o n to 
the audience. I t i s a t a p i t c h s t r u c t u r a l l e v e l t h a t t h i s 
r etrograde has r e l e v a n c e , and i t s r e l a t i o n s h i p t o the l a r g e 
s c a l e concept of a gyroscope r o t a t i n g and r e t u r n i n g to r e s t . 
The rhythmic motives which appear i n the f a b r i c of the work 
are a l l c o n s t r u c t e d w i t h the aim of i n c r e a s i n g or de c r e a s i n g 
which appears i n bar 7 on the c l a r i n e t , bar 32, bar 63, bar 
80, bar 88, and on the piano a t bar 8, bar 34 and bar 37, i s 
a f e a t u r e t h a t remains l a r g e l y the same i n i t s reappearances. 
I t s c o n s t r u c t i o n i s on t h i s s m a l l s c a l e r e l a t e d to the 
conception of a gyroscope i n c r e a s i n g speed. 
Another motive which appears f r e q u e n t l y i s t h a t of a t r i p l e t 
followed by a duplet or quadruplet, or the other way around, 
with the o v e r a l l rhythmic e f f e c t sought a t t h i s small s c a l e 
l e v e l of a c o n s t a n t l y changing f l u x . Mention has a l r e a d y been 
made of the development of the arpeggiated chords i n the piano 
p a r t i n a l a r g e r s c a l e developmental process between l i n e a r 
and v e r t i c a l m u sical c o n c e p t u a l i s a t i o n . 
O v e r l e a f i n Ex 1.6 a r e shown some of the rhythmic g e s t u r e s 
which appear i n the c l a r i n e t p a r t . They do not appear i n the 
pi e c e i n a c l e a r l y e v o l v i n g s t r u c t u r a l form, r a t h e r the 
momentum. I n p a r t i c u l a r the f i g u r e of j m m 
18 
i n t e n t i o n i s to c r e a t e a sense of spontaneity, of a moment to 
moment c a p r i c i o u s n e s s , but a l l are based on the concept of 
i n c r e a s i n g and dec r e a s i n g momentum. 
Ex 1.6 
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As a gyroscope i s c o n s t a n t l y moving, so t h i s work i s w r i t t e n 
so t h a t moments of apparently strong rhythmic a r t i c u l a t i o n do 
not develop i n t o a c l e a r l y a r t i c u l a t e d rhythmic p r o g r e s s i o n . 
I n p a r t i c u l a r the two s h o r t c l i m a c t i c s e c t i o n s which begin a t 
bars 68 and 82 r e s p e c t i v e l y are d e l i b e r a t e l y wound down i n 
momentum w i t h i n a s h o r t space of time. The motive on the 
c l a r i n e t which opens the pi e c e and i t s r e l a t e d forms a r e a l l 
composed d e l i b e r a t e l y i n rhythmic p a t t e r n s p r o p o r t i o n a t e l y 
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As with the c o n s t r u c t i o n of the p i t c h m a t e r i a l of the pi e c e 
t h e r e i s some sense of harmonic cohesion underpinning the 
s t r u c t u r e of the work, so r h y t h m i c a l l y on a more fundamental 
l e v e l t h e r e i s an und e r l y i n g s t r u c t u r e to the piece a s s o c i a t e d 
with the appearance of t h r e e tempi markings i n d i c a t e d on the 
t a b l e on pages 16 and 17. Tempo I a t c r o t c h e t = c 52 l a s t s 
u n t i l bar 35 where the t e x t u r e changes to t h a t of a low 
c l a r i n e t and high piano w i t h the f i r s t appearance of plu c k i n g 
the piano s t r i n g s . Type A piano chordal m a t e r i a l has ceased 
by t h i s p oint and the tempo i n c r e a s e s t o c r o t c h e t = c 63. 
Tempo I r e t u r n s a t bar 48 where type B piano chordal m a t e r i a l 
makes i t s f i r s t proper appearance, but wi t h r e f e r e n c e back t o 
the piano t e x t u r a l c o n s t r u c t i o n of the opening of the p i e c e . 
There i s then a l a r g e r s e c t i o n of Tempo I I from bar 59 where 
s h o r t rhythmic and arpeggiated f e a t u r e s p r e v i o u s l y introduced 
are interchanged and developed between the two instruments. 
Included a l s o a r e s h o r t s o l o s on the piano and l a t e r on the 
c l a r i n e t , the l a t t e r preceded by the f i r s t climax. I t i s 
a f t e r the f i r s t climax t h a t type A piano chordal m a t e r i a l 
r e t u r n s . The one appearance of Tempo I I I a t c r o t c h e t = c 80 
c o i n c i d e s with the second climax a t bar 82, a f t e r which the 
piece winds down i n momentum v i a two bars of Tempo I I t o the 
MitUrn of Tempo I a t bar 89. 
20 
2 SONG FOR JOY f o r v i o l i n and v i o l a (4 mins) 1992 
"Song f o r Joy" i s dedicated to a f r i e n d , h i s wi f e and t h e i r 
f i r s t c h i l d named Joy who a t the time of composition was only 
a few months o l d . A baby has the c a p a c i t y to move from c r y i n g 
to l a u g h t e r and back again very r a p i d l y indeed, and i t was a 
sense of t h i s emotional movement and the powerful energy of 
new l i f e which I sought t o embody i n the music. 
One p a r t i c u l a r technique used i n the course of the p i e c e was 
t h a t of using s u l p o n t i c e l l o , moving the bow g r a d u a l l y from 
the normal p o s i t i o n on the s t r i n g s to the bridge and back 
again, accompanied by r a p i d changes of dynamic. Although t h i s 
technique has been used i n the past by the composer Roman 
Haubenstock-Ramati, I d i s c o v e r e d i t independently when 
experimenting i n order t o c r e a t e a didgeridoo e f f e c t on a 
double bass i n a p i e c e composed e a r l i e r i n 1991. I n 
combination with g l i s s a n d i between small i n t e r v a l s of r e g i s t e r 
t h i s technique i s intended to i m i t a t e on the v i o l i n and v i o l a 
the sound of a c r y i n g and laughing baby. Below i n Ex 2.1 i s 
given an example from near the end of the p i e c e . 
EX 2.1 
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The p i t c h , rhythmic and m o t i v i c m a t e r i a l have t h e i r o r i g i n i n 
another e a r l i e r work composed f o r s o l o v i o l i n . T h i s was 
w r i t t e n f o r performance i n a f i n a l year undergraduate r e c i t a l , 
and combined s o f t e r and more l y r i c a l passages i n order t o 
demonstrate m u s i c a l i t y and s e n s i t i v i t y w ith f a s t e r , more 
b r i l l i a n t and t e c h n i c a l l y d i f f i c u l t s e c t i o n s . The v e s t i g e s of 
t h i s o r g a n i s a t i o n are i n c o r p o r a t e d i n "Song f o r Joy" which has 
an underlying s t r u c t u r a l conception of a l t e r n a t i n g f a s t e r and 
slower m a t e r i a l and a l s o t h r e e time s i g n a t u r e s of c r o t c h e t 
equals c i r c a 100, 84 and 66, f a s t , medium and slow paces. 
However "Song f o r Joy" has been w r i t t e n i n a d e l i b e r a t e l y 
c a p r i c i o u s manner, r e f l e c t i n g the r a p i d mood swings of a baby, 
and f a s t e r m a t e r i a l i s q u i c k l y i n t e r j e c t e d on one instrument 
when a slower gesture i s played by the other. The exceptions 
to t h i s are a t p i t c h cadence p o i n t s and where other slower s u l 
p o n t i c e l l o passages occur. 
The p i t c h m a t e r i a l of the p i e c e i s rooted e s s e n t i a l l y i n the 
d i a t o n i c c o l l e c t i o n of D major p l u s Bb, c o n t r a s t e d with the 
remaining p i t c h e s which make up the s y m m e t r i c a l l y opposed 
t o n a l c o l l e c t i o n of Ab. For the f a s t e r s e c t i o n s of m a t e r i a l 
the D major c o l l e c t i o n and v a r i o u s of i t s 11 r e l a t e d 
permutations were used as a r e s o u r c e from which to c r e a t e 
s m a l l c e l l s of p i t c h m a t e r i a l . L i k e w i s e the slower and more 
l y r i c a l s e c t i o n s were c r e a t e d from c e l l s formed from the 
remaining four p i t c h e s t h a t would combine with the D major 
octachord to c r e a t e a complete twelve note s e t , and v a r i o u s of 
i t s 11 permutations, some of which a r e shown i n Ex 2.2. These 
22 
permutations were used i n the c o n s t r u c t i o n of the p i t c h 
m a t e r i a l w i t h a degree of f l e x i b i l i t y and thus the o r i g i n a l 
source c o l l e c t i o n s of p i t c h e s are c o n s i d e r a b l y obscured i n the 
m u s i c a l f a b r i c of the p i e c e . 
Ex 2.2 




Quartertones are a l s o used, p a r t i c u l a r l y i n the s u l p o n t i c e l l o 
passages, as shown i n Ex 2.1 on page 21. Furthermore the 
l i n e s f o r v i o l i n and v i o l a are c o n s t r u c t e d so t h a t p a r t i c u l a r 
p i t c h e s which are emphasized by the shape of a phrase or by 
the l e n g t h f o r which i t i s s u s t a i n e d are often followed by 
another emphasized p i t c h i n c l o s e proximity by a semitone or 
tone. T h i s c r e a t e s a l i n e a r movement between the two p a r t s of 
a descending or ascending s c a l i c l i n e , as i s demonstrated i n 
the opening twelve bars of the p i e c e and i t s a n a l y t i c a l 
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When the two l i n e s converge onto a p a r t i c u l a r p i t c h a sense of 
cadence i s ac c o r d i n g l y produced as occurs a t bar 11, and t h i s 
cadence i s emphasized by the use of the s u l p o n t i c e l l o 
g l i s s a n d o technique. Occurrences of the note A a r e ringed -
they appear more f r e q u e n t l y as t h i s cadence point i s 
approached, thus preparing a u r a l l y the focus on t h i s p i t c h . 
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The p i t c h of A i s an important focus i n the p i e c e : 
a d d i t i o n a l l y so i s D which i s c l o s e l y r e l a t e d d i a t o n i c a l l y , 
and i t s e l f i s the focus of the convergence of the two 
i n s t r u m e n t a l l i n e s a t bar 31. At the end of the p i e c e both 
instruments converge onto D and A a t bar 63, and the s h o r t 
coda which f o l l o w s f i n i s h e s with a chord a t bar 67 i n which D 
i s surrounded by a note c l u s t e r c o n s t r u c t e d of i n t e r v a l s of 
semitones, and A i s sounded a g a i n s t a Bb. The process by 
which the m u s i c a l l i n e i s developed i n the work i s thus 




Rhythmically t h e r e i s no through composed scheme as such, 
except f o r the slower p i t c h cadence p o i n t s , the motives of 
the p i e c e a l t e r n a t i n g f a s t e r m a t e r i a l with slower s u s t a i n e d 
notes. As w e l l as providing the means f o r p i t c h development 
to occur t h i s r a p i d a l t e r a t i o n i s a rhythmic a r t i c u l a t i o n of 
the sudden changes i n a baby's mood. Various types of bow 
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a r t i c u l a t i o n are used to i n c r e a s e the sense of c a p r i c i o u s n e s s , 
with s t a c c a t o m a t e r i a l f r e q u e n t l y i n t e r j e c t e d w i t h legato 
p l a y i n g . 
C e r t a i n r e c o g n i s a b l e motives n e v e r t h e l e s s reappear f r e q u e n t l y 
i n the work, i n order to c r e a t e an a u r a l sense of cohesion by 
t h i s r e p e t i t i o n . A p a r t i c u l a r motive used i s t h a t of a duplet 
followed by a t r i p l e t , or i t s r e t r o g r a d e as the examples i n Ex 
2.5 below show. 
Ex 2.5 
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Another important gesture i s t h a t of t h r e e note chords. At 
bars 42 to 46 th e r e i s an u n i n t e r r u p t e d sequence of the s e 
chords i n both instruments, and they a r e c o n s t r u c t e d with 
d i f f e r e n t lengths and with s t r o n g dynamic c o n t r a s t s to one 
another d e l i b e r a t e l y to provide on t h i s s m a l l s c a l e a 
c o l o u r f u l evocation of a l i v e l y baby. From bar 46 s i m i l a r 
chords continue i n both instruments a t d i f f e r e n t moments, 
i n t e r r u p t e d by other g e n e r a l l y f a s t e r passagework, which l e a d 
to the f i n a l cadence of the p i e c e onto D and A by bar 63. 
These more weighty a r t i c u l a t i o n s of sound, which occur more 
f r e q u e n t l y i n the musical f a b r i c of the second h a l f of the 
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work a f t e r the p i t c h cadence a t bar 31, a r e designed to c r e a t e 
a strong and e x p l o s i v e s e n s a t i o n of sound, r e f l e c t i n g the 
exp l o s i o n and tremendous p o t e n t i a l of new l i f e which i s the 
a e s t h e t i c theme of the work as a whole. 
27 
3 THE STONES OF SWINSIDE FELL f o r f l u t e , v i o l i n and piano 
(5 mins) 1992 
I n A p r i l 1992 during a h o l i d a y i n the Lake D i s t r i c t , I 
d i s c o v e r e d t h a t t h e r e was a stone c i r c l e a t Swinside, only a 
few minutes' walk away. I n s p i r e d by the stones I imagined 
the Bronze Age people b u i l d i n g the c i r c l e i n the course of 
t h i s p i e c e . There was a c o n f l i c t i n my mind between the 
w i l d n e s s of nature and the attempts of human beings to 
e s t a b l i s h c o n t r o l over the environment by the b u i l d i n g of the 
stones. 
T h i s sense of c o n f l i c t i s r e f l e c t e d i n the way t h a t the rhythm 
and t e x t u r e s of the p i e c e are s t r u c t u r e d . Rhythmically t h e r e 
i s a c o n t r a s t between the use of p o i n t i l l i s t i c m a t e r i a l , 
c r e a t e d by the use of c r o s s rhythms, and music with a r e g u l a r 
p u l s e . Ex 3.1 below shows an excerpt of the f i r s t type of 
m a t e r i a l , and Ex 3.2 o v e r l e a f the second. 
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T e x t u r a l l y the m a t e r i a l a s s o c i a t e d with the more p o i n t i l l i s t i c 
rhythms i s g e n e r a l l y i n a higher r e g i s t e r than t h a t which 
appears with a r e g u l a r p u l s e , and the c o n t r a s t between lower 
and higher r e g i s t e r s enhances the d i f f e r e n c e between these two 
types of m a t e r i a l . 
The c r e a t i o n of the p i t c h m a t e r i a l i s determined by f o c a l 
p i t c h c e n t r e s from which other p i t c h e s emanate and develop. 
For i n s t a n c e the f i r s t e n t r y of the v i o l i n which i s shown i n 
Ex 3.3 below c o n t a i n s a c i r c u l a r movement of p i t c h around the 
A s u s t a i n e d on the f l u t e , and indeed the f i r s t passage of the 
pi e c e can be broken down to show the importance of the p i t c h 
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S t r u c t u r a l l y the f i r s t appearance of the musical m a t e r i a l 
a s s o c i a t e d with p o i n t i l l i s t i c and c r o s s rhythms, r e f e r r e d t o 
i n Ex 3.1 as A m a t e r i a l , l a s t s from the opening of the p i e c e 
u n t i l bar 33. Runs of notes g r a d u a l l y i n c r e a s e i n length i n 
t h i s s e c t i o n , developing from the 5 note c e l l of Ex 3.3 which 
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appears a t the opening of the p i e c e i n the f i r s t e n t r y of the 
v i o l i n . Within t h i s s e c t i o n a r e d o v e t a i l e d appearances of 
what i s r e f e r r e d t o i n Ex 3.2 as B m a t e r i a l , t h a t a s s o c i a t e d 
with a more r e g u l a r quaver p u l s e , the f i r s t gesture of which 
appears a t bars 22 and 23, and a l s o bar 29. However bars 34 -
35, shown i n Ex 3.2, a r e where the f i r s t f u l l statement of B 
i s made, and t h i s B s e c t i o n c o n tinues u n t i l bar 48. 
The f i v e note f i g u r e of B m a t e r i a l a t b a r s 34 - 35, s e t out i n 
quavers, has a r e l a t i o n s h i p t o the f i v e notes of the opening 
gesture on the v i o l i n a t bars 2 - 3 (see Ex 3.5 below) which 
g i v e s an a u r a l sense of c o n esiveness between both types of 
m a t e r i a l , b e l y i n g the strong c o n t r a s t r h y t h m i c a l l y between A 
and B m a t e r i a l . 
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On a n a l y z i n g the e s s e n t i a l u n d e r l y i n g p i t c h movement, D i s an 
important f o c a l p i t c h i n t h i s s e c t i o n between bars 34 and 48, 
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whereas i t i s the p i t c h A t h a t forms the focus f o r the f i r s t 
s e c t i o n u n t i l bar 33. Although t h i s underlying focus cannot 
be viewed i n terms of c o n f l i c t - the note D i s c l o s e l y r e l a t e d 
d i a t o n i c a l l y to the note A - i t i s n e v e r t h e l e s s s i g n i f i c a n t i n 
demarcating A and B m a t e r i a l . 
Juxtaposed i n t h i s s e c t i o n between bars 34 and 48 i s a b r i e f 
i n t e r l u d e of A m a t e r i a l on the f l u t e and v i o l i n i n bar 41, and 
A m a t e r i a l r e t u r n s more f u l l y a t bars 49 t o 56, with a b r i e f 
i n t e r l u d e of B m a t e r i a l on the piano i n bar 54. I t i s from 
bar 57 t o 68 t h a t a more c l e a r c u t c o n f l i c t and j u x t a p o s i t i o n 
between A and B m a t e r i a l occurs, with the v i o l i n l i n e composed 
to c r e a t e a sense of f r a c t u r e a g a i n s t the quavers played on 
the piano. 
The c u l m i n a t i o n of A m a t e r i a l i s from bars 68 t o 81, a passage 
which i s r e l a t e d t o the e a r l i e r bars 16 t o 26 i n i t s 
c o n s t r u c t i o n . Both a r e c r e a t e d by the use of plucked 
p o i n t i l l i s t i c t e x t u r e s , and both are e s s e n t i a l l y focused 
around one p i t c h . The f i r s t passage from bar 16 to 26 i s 
focused around the note A, although i t i s c o n s t r u c t e d 
d e l i b e r a t e l y t o avoid any sense of r e s o l u t i o n onto t h i s p i t c h , 
and the flowing f l u t e l i n e obscures t h i s focus f u r t h e r . 
However the passage a t bar 68 to 81 c l e a r l y r e s o l v e s onto the 
note E, as shown i n Ex 3.6 o v e r l e a f , and the convergence of 
the l i n e s of musical m a t e r i a l onto t h i s f o c a l p i t c h ends the 




The f i n a l s e c t i o n from bar 82 i s an amalgam of A and B 
m a t e r i a l , which have an underlying sense of r e l a t e d n e s s to 
each other with regard t o the m o t i v i c c e l l s from which the 
musical m a t e r i a l i s developed. The amalgam g r a d u a l l y unwinds 
and d i s s o l v e s i n t o t e x t u r e s which a r e s i m i l a r to those a t the 
opening of the p i e c e . The f i r s t bar of t h i s s e c t i o n which i s 
given i n Ex 3.7 below c o n t a i n s quaver rhythms, a t a slower 
tempo than e a r l i e r , a t r i p l e t beat, and i n c l u d e s the f o c a l 
p i t c h e s of A and D a t e i t h e r end of the bar. 
Ex 3.7 




The bass i s on the p i t c h of B, which i s the same bass as the 
opening chord of the piano. I n the f i r s t s e c t i o n of the pi e c e 
t h e r e a r e un d e r l y i n g p i t c h movements upwards towards the note 
D, as can be seen i n Ex 3.4. At the very end of the work, the 
p i t c h e s have been d e l i b e r a t e l y chosen t o r i s e to C and C# high 
i n r e g i s t e r , c i r c l i n g towards but not q u i t e r e a c h i n g t h i s 
f o c a l p i t c h , d i s s o l v i n g the p i t c h m a t e r i a l of the work r a t h e r 
than r e a c h i n g a f i r m r e s o l u t i o n . 
Having completed the c o n s t r u c t i o n of the c i r c l e , t h i s human 
monument through i t s e r o s i o n i s a s s i m i l a t e d by and u l t i m a t e l y 
e n r i c h e s t h i s windswept landscape, and the gradual breakdown 
of the f i n a l s e c t i o n of the work can be seen i n musi c a l terms 
to be a k i n t o the n a t u r a l process of e r o s i o n . 
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4 TRISKELE f o r s o l o v i o l a (6 mins) 1993 
T r i s k e l e i s the name given t o the design of t h r e e l i n e s 
s p i r a l l i n g outwards from a c e n t r a l point, which i s t o be found 
i n C e l t i c a r t : . 
I t i s with t h i s shape i n mind t h a t the p i e c e has been 
composed, with an emphasis i n i t s conception on the number 
th r e e . I n c r e a t i n g the s t r u c t u r e the shape of the t r i s k e l e 
was mapped with each l a y e r of m a t e r i a l s p i r a l l i n g outwards, 
the music " v i s i t i n g " each i n t u r n as the p i e c e p r o g r e s s e s i n 
a patchwork of fragments. As w e l l as having a s t r u c t u r a l 
overview of t h i s patchwork approach i n mind, the p i e c e was 
through-composed from beginning t o end, t o a l l o w a g r e a t e r 
s u b t l e t y and interchange i n the development of i d e a s than 
would have been the c a s e had a d e t a i l e d p l a n been r i g i d l y 
adhered to i n the c o n s t r u c t i o n of the music. 
There are t h r e e main s t r a n d s of m a t e r i a l designed t o r e p r e s e n t 
the three s p i r a l l i n g arms of the t r i s k e l e shape. The process 
of d e c i d i n g which p i e c e of m a t e r i a l appears where i n the work 
was planned i n a complex s p i r a l shape, with m a t e r i a l connected 
to the opening ge s t u r e , the k e r n e l of the work, forming an 
important r e c u r r i n g f e a t u r e . 
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T h i s opening g e s t u r e i s the o r i g i n of the f i r s t s t r a n d , A 
m a t e r i a l . Although t h e r e are four notes contained i n t h i s 
i n i t i a l g e s t u r e , the two c e n t r a l ones are t i e d together, 
making t h r e e s e p a r a t e bow changes and thus t h r e e e s s e n t i a l 
m u s i c a l components. Taking the quaver as the b a s i c u n i t , 
r h y t h m i c a l l y t h e s e t h r e e components are r e l a t e d i n the 
proportions 4:5:6, the c e n t r a l t i e d notes being r e l a t e d t o 
each other i n the proportion of 3:2. The opening statement i s 
repeated twice more i n the f i r s t 5 bars of the p i e c e , each 
time w i t h s h o r t e r note v a l u e s , i n c r e a s i n g the momentum, the 
o v e r a l l proportions changing to 3:2:4, and thence to 4:3:4 
(the l a t t e r i n u n i t s of a semiquaver). 
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As A m a t e r i a l reappears i n the work i t i s developed beyond 
i t s o r i g i n a l c o n f i n e s , and although an i n t e r v a l l i e sequence 
r e l a t e d t o the opening statement i s an important element of 
t h i s s t r a n d of m a t e r i a l , and the p r i n c i p l e of a d i f f e r e n t 
rhythmic value f o r each component of the sequence i s 
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f r e q u e n t l y maintained, the p r e c i s e rhythmic v a l u e of each 
component changes on most of i t s reappearances. As the p i e c e 
develops other r e l a t e d m a t e r i a l i s c r e a t e d around t h i s 
g e s t u r a l sequence, t h i s process of development beginning with 
the appearance of the i n t e r v a l of a semitone i n the t r i p l e t a t 
the end of bar 7 which l e a d s t o a secondary statement of the 
o r i g i n a l A gesture i n the next bar. 
Ex 4.2 
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On bar 11 with the change of time s i g n a t u r e the second s t r a n d 
appears, B m a t e r i a l , with the d i s t i n c t i v e quaver g e s t u r e low 
on the v i o l a (see Ex 4.2) T h i s type of m a t e r i a l changes the 
l e a s t of a l l the t h r e e s t r a n d s , and i t s d i s t i n c t i v e 
c h a r a c t e r i s t i c s allow the l i s t e n e r t o focus more c l e a r l y on 
the r e l a t e d n e s s of each of i t s reappearances. 
By c o n t r a s t the t h i r d s t r a n d , C m a t e r i a l , which i s more 
c l o s e l y r e l a t e d to A m a t e r i a l changes the most d r a s t i c a l l y of 
a l l the t h r e e s t r a n d s i n each of i t s reappearances. Beginning 
with a simple 3 note a s c e n t G Ab B i n bar 18, each time t h i s 
s e c t i o n r e c u r s t h i s statement has f u r t h e r notes added and 
p i t c h e s are sometimes v a r i e d from e a r l i e r appearances of the 
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sequence. C m a t e r i a l tends to appear i n the f a s t e r passages 
i n the pi e c e and i s developed with c o n s i d e r a b l e looseness of 
rhythm and p i t c h o r d e r i n g . 
Ex 4.3 
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The d i f f e r e n c e s between the extent of the developmental 
pr o c e s s e s a t work i n the appearances of these s t r a n d s of 
m a t e r i a l are a more s u b t l e i n t e r p r e t a t i o n of the t r i s k e l e 
shape on a l a r g e r s c a l e , and i t s unwinding as the focus moves 
outwards from the c e n t r e . The d i f f e r e n t r a t e s of development 
are meant to be i n t e r p r e t e d as r e f l e c t i n g d i f f e r e n c e s i n the 
angle of the s p i r a l a t any p a r t i c u l a r p o i n t . 
The m a t e r i a l of the p i e c e i s f u r t h e r developed by i n t r o d u c i n g 
and r e c y c l i n g elements t h a t appear f i r s t i n one s t r a n d of 
m a t e r i a l i n t o another, and as a r e s u l t the d i s t i n c t i o n between 
these d i f f e r e n t s t r a n d s i s sometimes d i f f i c u l t to make. For 
i n s t a n c e the Ab to G descent i n bar 14 which belongs by i t s 
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context to A m a t e r i a l , appears as p a r t of B m a t e r i a l a t bar 
22, and i s a retrograde of the o r i g i n a l two p i t c h e s of the C 
type of m a t e r i a l . B m a t e r i a l i s l a r g e l y based on quavers, 
o f t e n played p i z z i c a t o , and y e t a t bar 38 a t r i p l e t i s 
included i n the rhythm. A s i m i l a r motif appears a t bar 49 
which i s here c l a s s e d a s A m a t e r i a l because of i t s c o n t e x t 
j u s t before another t r i p l e t i n bar 50 t h a t i s c l o s e l y r e l a t e d 
i n i t s i n t e r v a l l i c s t r u c t u r e t o the opening f i g u r e of the 
p i e c e . T h i s development between d i f f e r e n t s t r a n d s of m a t e r i a l 
i s meant to r e f l e c t the sense of u n i t y a t the c e n t r e of the 
t r i s k e l e shape. W h i l s t o r i g i n a t i n g from apparently d i f f e r e n t 
sources a l l the s t r a n d s of m a t e r i a l are n e v e r t h e l e s s a l s o 
r e l a t e d t o each other. 
As the composition of the p i e c e developed other m a t e r i a l was 
added beyond the o r i g i n a l conception, the tremolo ge s t u r e i n 
bars 6 and 7 (D m a t e r i a l ) which i s d i s t i n c t i v e i n i t s use of 
s u l p o n t i c e l l o t e x t u r e s and the t h r e e note chords which f i r s t 
appear i n bar 29 (E m a t e r i a l ) (see Ex 4.2). The l a t t e r 
m a t e r i a l was designed to emphasize the importance of the 
number t h r e e i n the concept of the p i e c e , and to provide a 
r e c o g n i s a b l e a u r a l marker beyond the r e p e t i t i o n s of B m a t e r i a l 
t h a t c e r t a i n f e a t u r e s a r e changed l e s s than o t h e r s . O v e r l e a f 
i s shown the f i n a l arrangement of the m a t e r i a l i n the work, 
with the numbers by A C and E statements r e f l e c t i n g 
r e c o g n i s a b l e change and development i n a p a r t i c u l a r 
appearance, w h i l s t reappearances of m a t e r i a l more c l o s e l y 
s i m i l a r have not been numbered i n t h i s way. 
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Type of M a t e r i a l Bar nos 
A - o r i g i n a l statement 1 - 5 
D 6 - 7 A - c o n c l u s i o n of o r i g i n a l statement 7 - 10 B 11 
D 12 
B 13 
A2 14 -- 18 
C 18 - 21 A2 22 
C2 22 - 24 
B 25 
A2 / D 26 
A3 27 
E l 28 - 29 C3 30 
A 31 
B 32 
A3 32 - 35 B 36 
C4 36 - 37 B2 38 
D 39 - 40 
A 40 - 42 
C5 43 - 48 
A 49 - 50 D 50 - 52 A4 53 - 57 
E2 57 - 58 
B 59 
D 60 
B + B3 61 - 65 A5 65 - 69 E3 70 - 73 
C6 73 - 74 
A6 75 - 83 
A 84 - 87 
D 87 - 88 E4 89 - 93 
A7 94 - 95 
A 95 - 96 C7 96 - 97 
A8 98 - 100 
0 101 - 103 
A9 + A 104 - 107 C8 108 
A 108 - 109 
C9 109 - 110 
A r e s o l u t i o n 110 - 120 
C o r i g i n a l + harmonics 121 - 123 
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Removing D and E m a t e r i a l from the s t r u c t u r e , the o r i g i n a l 
formation i s thus: 
A B A2 CI A2 C2 B A3 C3 A B A3 B C4 B2 A C5 
A4 B + B3 A5 C6 A A6 A7 C7 A8 A9 C8 A C9 A C 
reduced f u r t h e r to t h i s : 
A B A C A C B A C A B A B C B A C A B A C A C A C A C A C 
Some of the ges t u r e s used are d e l i b e r a t e l y c r e a t e d t o i n c r e a s e 
or decrease the rhythmic pace on a small s c a l e , i n p a r t i c u l a r 
the t h r e e note chords designated E m a t e r i a l and the 
reappearance of the A s e r i e s of p i t c h e s t h a t open the work. 
I n the f i r s t C statement i n Ex 4.3 can be seen a c l e a r 
i n c r e a s e i n momentum i n i t s rhythmic c o n s t r u c t i o n , and 
subsequent statements of C inco r p o r a t e both i n c r e a s e s and 
decrea s e s i n momentum. T h i s use of such f e a t u r e s i s designed 
to c r e a t e the e f f e c t of the unwinding of the s p i r a l s of the 
t r i s k e l e . 
There i s no through-composed rhythmic development as such as 
the s t r u c t u r e i s c r e a t e d from a patchwork of p i e c e s of 
m a t e r i a l . I n r e l a t i o n t o the p i e c e as a whole, the length of 
each reappearance of r e l a t e d m a t e r i a l i s d e l i b e r a t e l y c r e a t e d 
so as not t o i n c r e a s e or decrease i n length i n a p a r t i c u l a r 
d i r e c t i o n . As the t r i s k e l e shape s p i r a l s outwards i t i s 
c o n t i n u a l l y changing d i r e c t i o n along the route of each s p i r a l , 
and the c o n s t r u c t i o n of the patchwork of m a t e r i a l i s intended 
t o r e f l e c t m u s i c a l l y t h i s ever-changing p r o c e s s . 
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Dynamics are used t o c r e a t e the e f f e c t of s w e l l i n g out and i n 
again, on a s m a l l s c a l e i n the e a r l y p a r t of the p i e c e . As 
the work progresses s e c t i o n s of longer c o n s i s t e n t l y loud 
dynamics appear, notably a f t e r f i g u r e D, c r e a t i n g a sense of 
climax i n the work, which winds back to a q u i e t e r dynamic by 
the end. 
The importance of the number t h r e e i n the c r e a t i o n of t h i s 
p i e c e i s a l s o r e f l e c t e d i n i t s p i t c h c o n s t r u c t i o n . I n the 
p i t c h a n a l y s i s of the f i r s t ten bars i n Ex 4.4 below can be 
seen important i n t e r c o n n e c t i o n s and i n t e r v a l l i c proportions i n 
terms of semitones. There i s a preponderance of m u l t i p l e s of 
t h r e e i n these i n t e r v a l s , and i f the v a l u e of the i n t e r v a l s of 
F# and Eb i n t h e i r r e l a t i o n s h i p t o the bottom F i n the four 
note main statement i s added together, t h i s a l s o equals t h r e e . 
Ex 4.4 





The emphasis i n the f i r s t 10 bars of the p i e c e i n p i t c h terms 
i s on F F#, l e a d i n g to G. Both F# and G and t o a l e s s e r 
extent F have an importance i n the development of the whole 
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work, which s h u f f l e s the f o c a l emphasis between these p i t c h e s 
but n e v e r t h e l e s s has an underlying sense of focus onto the G, 
from which and around which other p i t c h e s emanate. T h i s focus 
i s made c l e a r i n the l a s t p a r t of the work when the A m a t e r i a l 
which opened the p i e c e now f i r m l y descends onto the p i t c h of 
G r a t h e r than F. 
Ex 4.5 
Bars: «0 l»/l<» J (• A J "70 .,1 I f 1 I 1 I 
The concept of the t r i s k e l e shape l i e s behind the use of t h r e e 
time s i g n a t u r e s of c r o t c h e t = 60, 90 and 120. These are 
r e l a t e d timewise i n the proportions of 2:3:4 and they appear 
and a r e i n t e r l o c k e d throughout the p i e c e i n the f o l l o w i n g 
manner: 
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Although there a r e t h r e e appearances of c r o t c h e t equals 120, 
and nine of c r o t c h e t equals 90, t h e r e are only e i g h t of 
c r o t c h e t equals 60, so the a r c h i t e c t u r e i s s l i g h t l y flawed. 
Nevertheless the i n t e r p o l a t i o n of d i f f e r i n g speeds of m a t e r i a l 
and of slower with f a s t e r s e c t i o n s i s p a r t of the 
compositional i n t e r p r e t a t i o n of the s p i r a l l i n g t r i s k e l e shape. 
Although a u r a l l y t h e r e w i l l be no c o n c e i v a b l e d i f f e r e n c e to 
the l i s t e n e r between c r o t c h e t = 6 0 and c r o t c h e t = 120, such a 
d i f f e r e n c e does have r e l e v a n c e i n the t h i n k i n g behind the 
compositional a r c h i t e c t u r e of the p i e c e . 
The b a r l i n e s were not o r i g i n a l l y i n c l u d e d i n the p i e c e and 
have no s t r u c t u r a l s i g n i f i c a n c e . They were only added i n 
response to a suggestion from a v i o l a s o l o i s t t h a t they would 
c l a r i f y the c o m p l e x i t i e s of the rhythm to the performer. 
A sense of cohesion i s produced by the r e p e t i t i o n of 
r e c o g n i s a b l e s e c t i o n s of m a t e r i a l , e s p e c i a l l y the A o r i g i n a l 
gesture i n i t s v a r i o u s rhythmic reappearances and the t h r e e 
note chords, and the development of o t h e r s , i n p a r t i c u l a r the 
C m a t e r i a l i n i t s v a r i o u s permutations and i t s r e t u r n a t the 
end of the p i e c e i n i t s o r i g i n a l t h r e e note form. The 
importance of the f o c a l p i t c h of G from which the t r i s k e l e 
s p i r a l s and to which i t r e t u r n s u n d e r l i e s the s t r u c t u r e of the 




5 ADVKWTJS AMORI f o r c h o i r , soprano s o l o i s t and piano 
(10 mins) 1992 
The t e x t s chosen f o r t h i s Christmas p i e c e are concerned with 
love and c e l e b r a t i o n , and the m a j o r i t y of the words s e t date 
from the f i f t e e n t h century. The r i c h , verdant and sensuous 
images conjured up by these mediaeval c a r o l s are a powerful 
evocation of the r e a l i t y t h a t r e l i g i o n i s about f r e e i n g us to 
enhance our q u a l i t y and f u l f i l m e n t i n l i f e and not about 
r e s t r i c t i n g i t t o some t u r g i d and p u r i t a n i c a l e x i s t e n c e . S et 
a l s o a r e a paraphrase of the famous passage about the nature 
of love i n the B i b l e from I C o r i n t h i a n s chapter 13, an adapted 
v e r s e from C h r i s t i n a R o s s e t t i ' s V i c t o r i a n c a r o l "Love came 
down a t Christmas", and a l s o a few words of my own. 
The work i s composed i n four main s e c t i o n s , the f i r s t and 
t h i r d g e n e r a l l y slower and more thoughtful s e t t i n g s of the 
B i b l e v e r s e s and more r e c e n t t e x t s r e s p e c t i v e l y , the second 
and f o u r t h f a s t e r and more c e l e b r a t o r y evocations of the 
j o y f u l t e x t s adapted from the two f i f t e e n t h century c a r o l s . 
The v o c a l w r i t i n g i s f o r SATB, with the soprano s o l o i s t 
appearing i n s e c t i o n s I , I I I and IV. A c a p p e l l a w r i t i n g i s 
sometimes used t o convey more i n t i m a t e and t e l l i n g p a r t s of 
the t e x t . For most of the work th e r e i s a piano 
accompaniment, and the employment of i t s p e r c u s s i v e sounds i s 
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intended t o produce a dramatic atmosphere. I t i s more t h i c k l y 
scored i n the louder, c e l e b r a t o r y s e c t i o n s I I and IV, 
e s p e c i a l l y the l a t t e r , i t s e t s the ambience a t the beginning 
of the p i e c e from which the c h o i r crescendos, and has some 
important s o l o passages i n t e r s p e r s i n g the work. 
Care has been taken to ensure t h a t f o r the l a r g e p a r t the four 
c h o r a l l i n e s make good melodic sense t o the members of a good 
amateur c h o i r used t o a t o n a l and t r a d i t i o n a l d i e t of music. 
Motives c o n t a i n c l e a r a r t i c u l a t e d rhythms, e s p e c i a l l y i n the 
j o y f u l second and fo u r t h s e c t i o n s . Below i n Ex 5.1 are 
examples of the main motives of the p i e c e . 
Ex 5.1 
1 B«»J" l S S o p S o l o I 
0 
L o v e r > e - v e r -/<>'<Is 
JT Scu- 2b, A»+© I Sop 
^ J1 ,1 J \U J\J. % ppp 
i "nr 3<**- C 3 S o p s o i o^ i 
n0<~> t«--fkU, t-te Lard-V^e>+rnod bc*^> S e <xr.<X s u ^ 
^ r cj»r i r r i * r r I r"E 
Love Caf^e cHot-iH a t Christ - r^oS, Love e»H lo- vc'-i, Love di'-vvnft 
s 
O k f t P <*ll iS c o r - - p u - S i < * \ all i"s coft - - p ^ < x ( I 
U B** 12 S Bass 
ArxJ n fi-Sir»4ke far \/-t J«x*j S.+<a* 
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The main motives i n s e c t i o n s I I and IV a r e q u i t e s i m i l a r i n 
c o n s t r u c t i o n and u s u a l l y appear i n a form of statement and 
response with some r e p e t i t i o n , i n order to c r e a t e a sense of 
cohesion i n the m u s i c a l m a t e r i a l . (Bar numbers run 
continuously throughout the work and do not r e t u r n to the 
beginning f o r each s e c t i o n . ) 
Harmonically the m u s i c a l language i s c r e a t e d with the 
t i m e s c a l e of the t e x t s i n mind. The mediaeval words s e t i n 
s e c t i o n s I I and IV a r e accompanied by harmonies which c o n t a i n 
sequences of mediaeval consonances of p e r f e c t f o u r t h s and 
f i f t h s , p a r t i c u l a r l y i n the l a s t s e c t i o n , as shown i n Ex 5.2 
below. 
Ex 5.2 
U " 3»r 1 7 2 v o ' ^ t s o N i _ y 
<tr- 1 
i 
") : Pturecr A-TH 
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The harmonies f o r the f i r s t and t h i r d s e c t i o n s of the work are 
a l s o c o n s t r u c t e d u s i n g i n t e r v a l s of p e r f e c t f o u r t h s and 
f i f t h s , but more chromatic notes are u s u a l l y added, and t h e r e 
i s a mixed a s s o c i a t i o n of t o n a l i t i e s i n the c h o r d a l 
c o n s t r u c t i o n . For i n s t a n c e i n s e c t i o n I bar 15 the piano 
accompaniment i s c o n s t r u c t e d from elements of v a r i o u s d i a t o n i c 
keys as shown below i n Ex 5.3. 
EX 5.3 
J. bar 15 
^1 
E i s an important f o c a l p i t c h i n the f i r s t s e c t i o n , which 
concludes on a chord formed from a d i a t o n i c c o l l e c t i o n of E 
major. Overleaf i s shown i n Ex 5.4 a breakdown of the p i t c h 
c o n s t r u c t i o n of t h i s f i r s t p a r t of the work. At a l a r g e r 
s c a l e can be seen a c i r c l i n g of p i t c h e s around and towards the 
note A, which i s c l o s e l y r e l a t e d d i a t o n i c a l l y t o E. 
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Ex 5.4 
I Sec-h o n 
«8f 5 ^ 
P1 i 9 
Another important p i t c h i s t h a t of D, and chords which have a 
root of D or i t s dominant of A form a focus a t important 
s t r u c t u r a l p o i n t s i n s e c t i o n s I I and the outer p a r t s of 
s e c t i o n I I I . The opening a l t o e ntry of s e c t i o n I I i s w r i t t e n 
i n D major (see Ex 5.1). Overleaf i n Ex 5.5 are given a 
sequence of the important chords i n s e c t i o n I I . 
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Ex 5.5 
SO 5 5 St S«» i » is 4-o 42. AC 
P — T — 
S e c t i o n I I I i s i t s e l f d i v i d e d i n t o t h r e e p a r t s . The f i r s t i s 
f o r soprano s o l o , a romantic s e t t i n g of the C h r i s t i n a R o s s e t t i 
t e x t . Overleaf i n Ex 5.6 are shown the harmonic and p i t c h 
m a t e r i a l f o r the opening of the s e c t i o n . The ch o r d a l 
c o n s t r u c t i o n i s c r e a t e d by mixing p i t c h m a t e r i a l from 
d i f f e r e n t d i a t o n i c bases to form an enr i c h e d harmonic 
p r o g r e s s i o n with a r e c o g n i s a b l y d i a t o n i c r e l a t i o n s h i p . D i s 
again an important f o c a l p i t c h , but descends to Db by bar 70 
by a process of c i r c l i n g movements i n the p i t c h l i n e s w i t h i n 
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Although the f i r s t p a r t of s e c t i o n I I I concludes on a chord of 
A, E and D, the C# r e t u r n s as an important focus f o r the 
middle "confusion" p a r t which i s intended a t a s t r u c t u r a l 
l e v e l t o be an important dissonance i n the context of the 
l a r g e r s c a l e D focus. T h i s p a r t c o n t a i n s the most s t r o n g l y 
chromatic w r i t i n g i n order t o r e f l e c t the f o r c e of the words 
"When a l l i s confusion, a l l f o r c e spent". Here the v o i c e s a r e 
s e t i n c l o s e l y chromatic sequences of notes, and the piano 
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accompaniment, an excerpt of which i s shown below i n Ex 5.7, 
i s c r e a t e d l a r g e l y from a mixture of p e r f e c t i n t e r v a l s , 
t r i t o n e s and minor 2nds i n order to produce a di s s o n a n t 
e f f e c t . 
Ex 5.7 
~J\T 8OJ- 1 0 0 P o 
1 : 1 
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The l a s t p a r t of s e c t i o n I I I i s designed to be a powerful 
ev o c a t i o n of the s t r e n g t h of love over e v i l , and i s heralded 
by a l o u d l y s t r u c k G. T h i s ends d e f i n i t i v e l y on an open 5th 
chord of D and A, and the chordal p r o g r e s s i o n i s c o n s t r u c t e d 
by c i r c l i n g around between p i t c h e s c l o s e l y spaced together 
w i t h i n each v o i c e , and of i n c o r p o r a t i n g d i s s o n a n t elements 
i n t o the v o i c e l e a d i n g . For i n s t a n c e when a chord of G and D 
i s s t r u c k , t h i s i s accompanied i n the bass by a r i s i n g s c a l e 
beginning on Ab (see Ex 5.8 o v e r l e a f ) . 
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E X 5.8 
S e c t - ' o n U L B < ^ S MS 
S e c t i o n IV i s r e l a t e d i n t e x t u r e t o s e c t i o n I I , and i s sung a t 
the same tempo of c r o t c h e t equals 132. The p i t c h m a t e r i a l has 
strong connections f o r much of t h i s s e c t i o n d i a t o n i c a l l y both 
with E major and with D major, with a s t r o n g mediaeval and 
modal c o n s t r u c t i o n i n the harmonies ( s e e Ex 5.2 on page 4 7 ) . 
A f t e r the i n t r o d u c t i o n of the c h o i r , t h e r e i s a soprano s o l o , 
l e a d i n g back to a c h o r a l s e c t i o n . The soprano s i n g s a l i n e 
above the c h o i r f o r most of the r e s t of s e c t i o n IV, which ends 
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triumphantly on a chord formed from the same p i t c h m a t e r i a l as 
opens the p i e c e . Below i n Ex 5.9 are shown the chords which 
begin and end the work. 
Ex 5.9 
I-OPfcMirO<3- l^Z. ~ E N D 
IS 
A s c a l e of B C# D# E F G# A i s the source of t h i s p i t c h 
m a t e r i a l . S i m i l a r chords t o those of the opening r e t u r n on 
the piano a t the end of the work, emphasizing the importance 
of t h i s r e l a t i o n s h i p . The s h i f t from F to F# i s a t a 
s t r u c t u r a l l e v e l intended t o match s y m b o l i c a l l y the upward and 
c e l e b r a t o r y e f f e c t of the words s e t , and the s c a l e becomes i n 
consequence E major, over a dominant root. E r a t h e r than D i s 
the f o c a l p i t c h which f i n a l l y predominates i n s e c t i o n IV. 
There i s a p r o g r e s s i o n of f o c a l p i t c h e s i n the work from E i n 
s e c t i o n I t o D i n s e c t i o n I I and the f i r s t p a r t of s e c t i o n 
I I I , t o C# i n the middle of s e c t i o n I I I , back to D i n the l a s t 
p a r t of s e c t i o n I I I and f i n a l l y to E again i n s e c t i o n IV. 
Thus a c y c l e between p i t c h e s a t t h i s l a r g e s c a l e s t r u c t u r a l 
l e v e l p r o v i d e s a fundamental underpinning t o the s m a l l e r s c a l e 
l o c a l i s e d c y c l i n g of p i t c h e s i n the formation of the melodic 
and harmonic m a t e r i a l . 
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6 THE LADIES* DEFENCE f o r mezzo soprano, c e l l o and 
ha r p s i c h o r d (15 mins) 1994 
I n response to a commission from the ensemble "Musica Mundi" 
I came a c r o s s a volume of poetry w r i t t e n by eighteenth century 
women i n Durham U n i v e r s i t y L i b r a r y . As w e l l as c o n t a i n i n g 
many poems concerning the more u s u a l s u b j e c t matters by poets 
of t h a t e r a , male or female, some of the poems were w r i t t e n 
about the poets' experiences as women i n a s o c i e t y dominated 
by men. What was s t r i k i n g was not only the sheer f o r c e of 
t h e i r denouncement of the s u f f e r i n g caused by t h e i r i n f e r i o r 
s o c i a l s t a t u s , but a l s o s a d l y n e a r l y t h r e e hundred y e a r s l a t e r 
on how l i t t l e i n essence appeared t o have changed. 
The t e x t s were chosen to form a song c y c l e of f i v e movements, 
each d e p i c t i n g a p a r t i c u l a r s i t u a t i o n faced by the female 
p r o t a g o n i s t . M u s i c a l l y the aim was t o convey the s t r e n g t h of 
the f e e l i n g s behind the words and to draw the audience i n t o 
c o n s i d e r i n g the r e l e v a n c e of the s u b j e c t matter i n r e l a t i o n t o 
our own s o c i e t y today. 
For these a e s t h e t i c reasons as w e l l as f o r the compositional 
c h a l l e n g e , i t was the i n t e n t i o n i n the c o n s t r u c t i o n of t h i s 
p iece t o achieve a s y n t h e s i s between eighteenth and t w e n t i e t h 
century s t y l e s of music. T h i s s y n t h e s i s was sought i n p i t c h 
and harmonic terms by c r e a t i n g m u s i c a l m a t e r i a l f i r s t l y from 
a major s c a l e , with a p a r t i c u l a r emphasis on the f i r s t f i v e 
notes of the s c a l e which c o n t a i n the t r i a d , the b a s i s of a 
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d i a t o n i c harmonic accompaniment. Secondly a p i t c h row of G F 
C# D E Bb Ab was used, with Ab d e l i b e r a t e l y chosen to be a 
semitone removed from G, and accompanied by harmonies formed 
by u s i n g i n t e r v a l s of semitones and t r i t o n e s . The work i s 
opened with a c l a s s i c a l p a s t i c h e i n G major and the p i t c h row 
i s c l e a r l y s t a t e d i n i t s f i n a l form a t the end of song V. 
In between the mu s i c a l m a t e r i a l f o r each song i s c r e a t e d by 
mixing and i n c o r p o r a t i n g both elements, and the p i t c h row 
becomes more c l e a r l y a r t i c u l a t e d i n the l a t t e r p a r t of the 
work. A f u r t h e r c l a s s i c a l touch i s the use of t r i l l s i n the 
mus i c a l t e x t u r e . 
I n Ex 6.1 can be seen the main p i t c h row of G F C# D E Bb Ab 
and i t s r e g i s t r a l shape, and some r e l a t e d occurrences. 
Ex 6.1 
MAIN PITCH «Ou) SMOUliM^ iNfreftV^LS i uii 
?• I 2. < 2 . 
Mezzo - 1 2 " k> rvte.zz-0 en 
r " y ^ v 
C e l l o - I b S - 7 
56 
The major s c a l e i s b e s t seen i n i t s melodic c o n t e x t . I n Ex 
6.2 a r e shown the major melodic movements i n song I which 
opens with a c l e a r eighteenth century musical p a s t i c h e and 
moves, by adding a c c i d e n t a l s u n r e l a t e d t o the d i a t o n i c key of 
G major and by using i n t e r v a l s of a semitone and t r i t o n e i n 
the development of the musical l i n e , to a much more chromatic 
and t w e n t i e t h century musical s t y l e from bar 22. 
Ex 6.2 
M E L O C I C B*t.*«:&oio»sj 
Looking a t a sm a l l s e c t i o n which forms an important p a r t of 
the t r a n s i t i o n from c l a s s i c a l t o t w e n t i e t h century m u s i c a l 
s t y l e i n g r e a t e r d e t a i l , i n song I bar 21 as shown i n Ex 6.3 
o v e r l e a f the h a r p s i c h o r d i s t a r t i c u l a t e s a chromatic s c a l e i n 
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the bass w h i l s t the s c a l e played by the c e l l i s t here i s 
cr e a t e d from the D major d i a t o n i c s c a l e with the a d d i t i o n of 
the p i t c h e s F and C. There i s a strong l i n e a r movement i n a l l 
p a r t s towards a p a r t i c u l a r p i t c h i n the f o l l o w i n g bar, and the 
D sung by the mezzo i n the second h a l f of bar 22 i s f u r t h e r 
prepared by notes which l e a d towards t h i s p i t c h i n the c e l l o 
and h a r p s i c h o r d . 
Ex 6.3 
c_«.Ho -
C t t - L O 
arfS> chord 
HftRPS. 
Throughout the work, as i s evident i n r e l a t i o n to song I i n Ex 
6.2 on the previous page, t h e r e a r e v a r i o u s i n t e r r e l a t i o n s of 
c o n s t r u c t i o n between s m a l l s e c t i o n s of m a t e r i a l formed from 
the d i a t o n i c major s c a l e and t h a t from the main p i t c h row. I n 
a d d i t i o n , although the a c t u a l i n t e r v a l l i c connections of the 
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p i t c h row a r e not always maintained i n i t s appearances 
throughout the work, i t s a c t u a l contours with d i s t i n c t i v e 
l a r g e f a l l i n g i n t e r v a l s does i n f l u e n c e the shape of v a r i o u s 
important phrases i n the p i e c e . For i n s t a n c e the f i n a l 
phrases i n a l l 3 p a r t s i n song I I were c o n s t r u c t e d as v a r i a n t s 
on the o r i g i n a l design of the p i t c h row of G F C # D E Bb Ab. 
As w e l l as c o n t a i n i n g small r e l a t e d c e l l s i n t h e i r 
c o n s t r u c t i o n , i n p a r t i c u l a r both the mezzo and the h a r p s i c h o r d 
drop by n e a r l y an octave a t the end of the phrases. A 
s i m i l a r l a r g e drop i n p i t c h a l s o appears a t the end of song 
IV. I n both ca s e s the i n t e n t i o n was t o convey m u s i c a l l y the 
anger behind the words s e t . 
Ex 6.4 
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I n harmonic terms the s y n t h e s i s between c l a s s i c a l and 
t w e n t i e t h century s t y l e s of music was t r a n s l a t e d i n t o the use 
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of chords which belong d e f i n i t i v e l y to a major key, as do the 
chords i n G major a t the beginning of song I , with chords 
formed from notes which a r e ad j a c e n t by a semitone or a 
t r i t o n e . I n song I bar 22 (see Ex 6.2) the har p s i c h o r d p l a y s 
two major t r i a d s a t the same time, one F major and the other 
F# major. T h i s chord i s accompanied by a t r i t o n e i n t e r v a l 
played on the c e l l o and i s a l s o preceded by a t r i t o n e i n t e r v a l 
i n the r i g h t hand of the h a r p s i c h o r d p a r t , but a p e r f e c t 
f o u r t h i n the l e f t . 
The c l e a r c u t rhythmic impetus of c l a s s i c a l norms and the 
c o n s t r u c t i o n of a more r h y t h m i c a l l y complex s e n s a t i o n of ebb 
and flow a r e both used i n "The L a d i e s ' Defence". At the 
opening of songs I and IV appear c l a s s i c a l foursquare rhythmic 
p a t t e r n s w h i l s t the a i r of confusion r e q u i r e d i n the opening 
of I I I i s c r e a t e d m u s i c a l l y by the j u x t a p o s i t i o n of t r i p l e t s , 





Much of the rhythmic w r i t i n g f a l l s somewhere between these two 
extremes: the second p a r t of song I I I i s such an example, 
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where the mezzo soprano l i n e i s written i n a more free flowing 
form than the rhythmically c l a s s i c a l s t y l e which follows at 
the beginning of song IV, but incorporating t r i p l e t s , duplets 
and quadruplets i n a wider expanse of time and more relaxed 
fashion than the harpsichord part i n the f i r s t part of song 
I I I , and counterbalanced by an equally flowing c e l l o l i n e , as 
i s shown in the excerpt i n Ex 6.6 below. 
Ex 6.6 
MEZZO 
C E L L O 
The use of the c e l l o to provide a melodic counterpoint to the 
vocal l i n e i s a feature of much of the musical writing of the 
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work, although sometimes i t i s used i n a more t r a d i t i o n a l 
baroque and early c l a s s i c a l r o l e to support the bass of the 
harpsichord accompaniment. Frequently gestures in one part 
w i l l be repeated close by in another part, with the rhythmic 
proportions between each gesture usually varied, for instance 
as shown below i n an example from song V. 
EX 6.7 
I 
M E I Z O 
> 
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"The Ladies' Defence" was 
ensemble that s p e c i a l i z e s i n 
repertoire. The c e l l o of the 
s p e c i f i c a l l y composed for an 
a baroque and twentieth century 
ensemble i s a baroque instrument 
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and has a more limited range in the upper regions than the 
modern c e l l o , something which has been taken into account when 
writing the piece. Dynamics are limited for the harpsichord 
to forte and piano. E f f e c t s of crescendo and diminuendo on 
t h i s instrument are created by increasing the v e l o c i t y and the 
complexity of the notes played. 
The foregoing are very much the general p r i n c i p l e s behind the 
composition of the material for t h i s work. Each song has i t s 
own p a r t i c u l a r c h a r a c t e r i s t i c s which r e l a t e to the words 
chosen. 
The f i r s t song has already been considered in some depth. 
There are some beautiful and evocative images contained in the 
text for the second song, and these are interpreted with a 
more romantic s t y l e of writing from bar 14. In t h i s part of 
the song the musical design i s for the voice to f l o a t over a 
backcloth of harpsichord ostinatos and pizz i c a t o c e l l o 
accompaniment which l a s t s u n t i l bar 33. The t h i r d song i s 
composed i n two halves, the f i r s t containing a more 
p o i n t i l l i s t i c approach to rhythm, and t e x t u r a l l y both c e l l o 
and harpsichord are combined by the use of p i z z i c a t o in the 
c e l l o . At bar 21 there i s a c l e a r textural demarcation as the 
truth of the s i t u a t i o n dawns on the singer, the harpsichord 
ceases for the r e s t of t h i s song and the arco c e l l o l i n e 
provides a countermelody to the l i n e of the mezzo soprano as 
she expresses her outrage. 
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The fourth song s t a r t s with a c l e a r evocation of c l a s s i c a l 
writing in deliberate contrast to the middle song. As the 
text ponders the implications of the s i t u a t i o n explored, the 
c l a s s i c a l rhythms are broken up, to be temporarily 
reconstituted at bar 41 in order to convey the strength of 
the poet's own views. F i n a l l y the l a s t song i s based in i t s 
construction p a r t i c u l a r l y strongly on the note row of G F C# 
D E Bb Ab. The implications of completing the song cycle with 
an appearance of t h i s row i n i t s fundamental form, ending t h i s 
work c l e a r l y i n the twentieth century, as opposed to the G 
major opening of the piece, are at a compositional l e v e l 
intended to be related to the question of how much has r e a l l y 
changed beneath the surface since the poems were written. 
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7 ASCENSION for 16 voices (6 sopranos, 4 a l t o s , 2 tenors, 
4 basses) (3 mins) 1994 
In July 1994 a workshop day was organised by the SPNM during 
which the New London Chamber Choir under James Wood performed 
and discussed a wide range of unaccompanied vocal and choral 
music from the twentieth century. "Ascension" was composed as 
a response to a c a l l for short pieces inspired by the 
techniques explored during the workshop. I t was also 
influenced by the experience of using studio techniques to 
produce electroacoustic pieces. In t h i s medium large textures 
of sound can be created by layering sounds produced from one 
simple gesture, which i s how "Ascension" i s fundamentally 
constructed. The gesture i n t h i s work i s that of a glissando 
from one sustained note to another a perfect f i f t h higher, as 
shown below in Ex 7.1. 
There i s only one word, "sun" which has personal implications 
of combining the C h r i s t i a n implications of the Son of God with 
a more pagan sense of mysticism. I d e a l l y the resonances of 
the piece would work best i n a cathedral, and i t i s designed 
to produce an ever-increasing and e c s t a t i c sense of ascension. 
Ex 7.1 
I , is l-as mm 
soP a. BOJ-S 3-6 SoP % Gars 3 5 - 3 7 
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The fundamental gesture of a glissando ascent which remains i n 
the same r e g i s t e r for each p a r t i c u l a r voice throughout the 
work i s layered downwards through the staggered en t r i e s of the 
voices which produce a growing body of sound. A chord i s 
gradually b u i l t up which i s formed from a s c a l e created by 
combining the diatonic s c a l e of E major with the Mixolydian 
mode on E. Thus D D# and E a l l appear in t h i s created scale 
as shown i n Ex 7.2 below, the numbers giving the number of 
times these pitches appear i n the chord. In order to remove 
the musical material further from a diatonic basis the chord 
contains two i n t e r v a l s of a semitone which are placed i n the 
same r e g i s t e r , C# and D, G# and A. 
Ex 7.2 
3 2 2 . 1 3 2 . I 
The second fundamental chord of t h i s work onto which the 
voices resolve at the end of the piece i s constructed from the 
diatonic scale of E major also shown i n Ex 7.2. There are no 
semitonally adjacent pitches placed in the same r e g i s t e r which 
creates a more stable sense of f i n a l harmonic resolution onto 
the key of E major. The importance of E major i s emphasized 
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in the f i n a l chord by the appearance of three r e g i s t r a l l y 
displaced occurrences of the pitch E and i t s dominant B. 
In Ex 7.3 below are shown the two fundamental chords as they 
appear r e g i s t r a l l y , and the order i n which p a r t i c u l a r pitches 
appear. For the f i r s t chord the l a s t of these, F# i n the 
f i r s t bass part, i s sounded halfway through the piece at bar 
20. The notes contained in the second chord, most of which 
are i d e n t i c a l to the f i r s t , are shown i n the order i n which 
they appear a f t e r r e s t s during the l a s t ten bars of the work 
and from where they remain sustained continuously u n t i l the 
end. 
Ex 7.3 
Each voice stays i n the same place for the duration of the 
piece i n terms of pitch and r e g i s t e r for i t s own p a r t i c u l a r 
perfect f i f t h glissando ascent, with only a very few minor 
exceptions to allow for the continuity of some of the notes 
sung and at the end of the work for the s l i g h t change in 
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chord, and i s one of a pair, allowing for breaths to be taken. 
The pairs of voices are arranged as shown i n Ex 7.4 below. 
Ex 7.4 
ftLTOS R O S S (?.RSS TEKJoftS 
l-r 1 
As the piece progresses the length of the glissando gestures 
i s decreased slowly from 4 seconds to 1 (see Ex 7.1 on page 
65), thereby increasing t h e i r momentum as well as thickening 
the texture, and more g l i s s a n d i gradually appear i n the f a b r i c 
of the work. An increasing beating e f f e c t i s produced 
accordingly as more voices cross close to one another i n 
re g i s t e r . At the same time as the f i r s t chord i s being 
created, the increase i n momentum and appearance of the 
gli s s a n d i gradually changes the aural sensation for the 
audience of individual pitches and movements of notes into 
that of a larger block of sound within which i s contained a 
constant sensation of ascent. 
When the gli s s a n d i cease at bar 39 the f i n a l chord i s heard 
c l e a r l y i n contrast to what has gone before. The gradual 
growth in dynamic from piano to fortissimo as the work 
progresses gives i t a sense of ever-increasing i n t e n s i t y i n 
sound, t r a n s l a t i n g i n t h i s way the concept of ascension into 
the large scale structure of the piece as well as at a smaller 
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gestural l e v e l . What are to begin with very simple elements, 
one glissando gesture, one word and voices which are s t a t i c in 
terms of pitch and r e g i s t e r , are worked together to form a 
coalescing yet constantly moving sensation of sound. 
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ELECTROACOUSTIC WORKS 
In creating an electroacoustic piece one has to be a 
performer, recording engineer, editor and composer a l l at 
once. Of v i t a l concern i s the use of musical space. Without 
performers to watch, the l i s t e n e r i s a l l the more acutely 
aware of the exact direction of p a r t i c u l a r sounds. With only 
a row of speakers to watch, the experience of hearing sound 
wafting around the room can be rather disconcerting, even 
disturbing, and my own electroacoustic music i s intended for 
performance in the dark. 
In my work in t h i s genre I am drawn to using natu r a l l y 
produced sounds as a base rather than synthesizing music 
e n t i r e l y from scratch, although the f l e x i b i l i t y and 
p h y s i c a l i t y of working with d i a l s when using e l e c t r o n i c a l l y 
generated noise i n conjunction with f i l t e r s does also appeal. 
The at t r a c t i o n of producing compositional work i n the 
electroacoustic genre i s that i t allows enormous freedom to 
create complex textures from very simple s t a r t i n g material, 
to dissolve pitch and rhythm altogether, and to explore and 
to develop sounds and ideas at a fundamental s t r u c t u r a l l e v e l 
impossible without el e c t r o n i c aids. 
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8 IN THE GLOW OF THE INNER LIGHT (12 mins) 1992 
A p a r t i c u l a r i n t e r e s t i s the sound of the human voice which i s 
r i c h i n resonances that can be used to e f f e c t i n creating a 
plethora of textural associations. One instrument that has 
strong s i m i l a r i t i e s i n i t s resonances to that of the human 
voice i s the oboe, and i t was t h i s instrument, played by Sarah 
Watton, and my own voice that formed the basis for most of the 
material used in t h i s piece. Additionally sounds created by 
the c l i c k i n g of fingers, and the fortuitous accident of 
h i t t i n g the microphone gently w h i l s t recording t h i s material 
were used to form the text u r a l background to the beginning and 
end of the piece. E l e c t r o n i c a l l y generated noise i n 
conjunction with f i l t e r s i s also used, and the other sound 
source i s that of a cymbal being struck, and i t s long 
reverberation when dying away. 
This work was constructed by making extensive use of tape 
techniques of s p l i c i n g , editing and creating mixes of sound as 
well as using MIDI connections between a few samples on the 
AKAI sampler and an SY77 keyboard. E f f e c t s from SPX90s and an 
AMS unit were added to create a reverberant fab r i c of sound. 
The o v e r a l l e f f e c t of "In the Glow of the Inner Light" i s 
intended to be one of taking the l i s t e n e r on a voyage beyond 
the words enunciated at i t s opening, exploring on an aesthetic 
l e v e l the images evoked. These have positive aspects of 
expansion and l i b e r a t i o n , but also contain the hidden danger 
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that not everything i s as i t seems, and that expanding the 
imagination also contains the potential for the experience to 
develop into something harmful and destructive. What begins 
as an e x c i t i n g and incredible journey of discovery gradually 
becomes a r e l e n t l e s s and claustrophobic nightmare, and f i n a l l y 
the t r a v e l l e r i s awoken by a loudly struck cymbal, allowing a 
return to the material that formed the point of departure. 
The f i r s t half of the work i s created mainly from vocal 
textures, with a c l e a r enunciation of words at the opening. 
These textures are gradually developed and distorted by 
speeding up and slowing down the o r i g i n a l source material of 
sung g l i s s a n d i . F i l t e r e d noise was added for a section of the 
piece, shaped by gradually a l t e r i n g the f i l t e r frequency to 
match the vocal g l i s s a n d i gestures. Half way through the work 
the sound textures are changed from those which originate from 
the voice to ones created from the sound of an oboe. The 
moment of t r a n s i t i o n i s one where the f a b r i c of the oboe 
sounds, created by using FM modulation, i s almost i d e n t i c a l to 
that created from vocal gestures and therefore the l i s t e n e r i s 
unaware that t h i s t r a n s i t i o n has been made. Gradually the 
sounds of oboes playing a musical l i n e c l e a r l y emerge i n t h e i r 
o r i g i n a l state, before these are disintegrated once more by 
the emergence of a loud cymbal backwards r o l l and s t r i k e . 
F i n a l l y there i s a return to the material of the opening, of 
r a i n and thunder e f f e c t s created by c l i c k i n g fingers and 
touching the microphone, and a few words enunciated at the 
beginning are repeated. This material gradually fades away, 
72 
i n order to make c l e a r to the l i s t e n e r that the journey has 
run i t s course. 
The main motivic feature of the piece i s a glissando, both at 
the smallest l o c a l i s e d l e v e l and also at a larger l e v e l of 
movement between r e g i s t r a l areas. I t i s the continuing 
presence of t h i s motive for much of the work which gives a 
strong cohesiveness to the development of the sound material, 
and helps to enable the change from vocal to oboe sounds to 
proceed without the l i s t e n e r at f i r s t being aware that t h i s 
happened. 
The f i n a l mix of t h i s work was formed from 8 sections which 
were run into one another using tape recorders i n the studio, 
and the shape of the piece i s very much one of an ongoing 
process of evolution, with each section gradually faded out 
whilst the next slowly emerges. The work i s dovetailed by 
si m i l a r material at the beginning and end. Nevertheless the 
8 sections are definable within the piece as follows: 
I Rain and thunder e f f e c t s of c l i c k i n g fingers and gently 
h i t t i n g the microphone, plus e f f e c t s . A few words from 
a poem of mine from which t h i s piece i s inspired are 
enunciated: " I spoke to the s t a r s , t h e i r flaming 
t r a i l s of s i l v e r lace Opening my senses to the glow of 
the inner l i g h t . . . " 
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I I Introduction of f i l t e r e d noise, and a growing vocal 
glissando texture produced by MIDI interfacing of the 
AKAI sampler with the SY77 keyboard. This short early 
climax of the vocal sounds i s allowed to subside. 
I l l Interlude with f i l t e r e d noise and stereo e f f e c t s , with 
texture created using tape editing techniques. Repeat, 
development and dis t o r t i o n of some of the words of the 
opening with reverberant e f f e c t s . 
IV Complex and large scale f a b r i c created from vocal 
g l i s s a n d i plus e f f e c t s covering a wide r e g i s t r a l range, 
produced by MIDI interfacing techniques from a small 
group of vocal samples. 
V Material at f i r s t s i m i l a r to IV, but created from the 
samples played on the oboe. Use of subtle envelope 
a l t e r a t i o n with the sampler to produce timbres which 
sound d i f f e r e n t from the o r i g i n a l oboe sound source, 
i n p a r t i c u l a r trumpet and brass e f f e c t s . FM modulation 
through MIDI and the SY77 i s also used to create high 
frequency sounds. 
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VI Continuation of material of V but with added low 
rumbling produced by slowing down some of the material 
considerably. Interlaced stereo e f f e c t s and 
fluctuations of equalisation l e v e l s of material i n 
order to produce a throbbing and r e l e n t l e s s s p a c i a l l y 
distributed texture. 
V I I Emergence of a single oboe l i n e , building up into a 
f a b r i c of sound formed from i n t e r l a y i n g using tape 
editing of the l i n e of oboe notes at s l i g h t l y d i f f e r e n t 
speeds. Rumbling of backwards cymbal a f t e r - e f f e c t s 
s t a r t i n a low r e g i s t e r , building up to a climax of a 
loudly struck cymbal. 
V I I I Material from I returns, the voice whispering "glow of 
the inner l i g h t . . . " , fading away into nothing at the 
end. 
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9 THE FIRES OF BEING WOMAN (11 mins) 1993/4 
F i r e i s both an intensely positive and negative image, and the 
course of the piece i s concerned with i t s twin aspects, 
creation and destruction. F i r e i s also a metaphor for female 
sexuality, hence "The F i r e s of Being Woman". 
The voyage which i s the concept behind "In the Glow of the 
Inner Light" i s an e n t i r e l y internal exploration, development, 
destruction and awakening. Here in t h i s second 
electroacoustic piece i t i s an external force of destruction 
which slowly intrudes and i n f i l t r a t e s , gradually d i s t o r t i n g 
and twisting what i s meant to be enjoyable and good into 
something dark and t e r r i b l e . This horror i s fought and 
eventually overcome, and musical material from early i n the 
piece resurfaces gradually and leads to a f i n a l section 
created from the sound of a singing soprano voice which 
represents a new and e c s t a t i c freedom. Good has resurfaced, 
but in a d i f f e r e n t form from before. 
This work has been revised several times, but i n the f i n a l 
version complex textures of sound have been produced by a 
variety of e l e c t r o n i c equipment and techniques, p a r t i c u l a r 
portions of sound being shaped and manipulated several times 
in the process. As well as using tape techniques of s p l i c i n g 
and editing, and the MIDI interface of the sampler with the 
SY77 keyboard, other techniques include mixing sounds on 8 
track multitrack tape, using an old-fashioned but extremely 
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e f f e c t i v e r i n g modulator and f i l t e r i n g , computer e d i t i n g on 
Di g i d e s i g n Soundtools and e l e c t r o n i c enhancement on Eventide 
Harmonization equipment. 
The main sound sources a r e from instruments of the Javanese 
gamelan - sarons, s h o r t xylophonic resonant instruments i n 
both the pentatonic and 7 note s c a l e found i n Javanese music, 
a pentatonic gender, c o n s i s t i n g of s t r u n g metal bars which 
produce a r i c h but g e n t l e r sound than the sarons, l a r g e gongs 
from the gamelan and a l s o a tamtam. The s c a l e s of Javanese 
music a r e d i f f e r e n t l y spaced i n terms of i n t e r v a l compared 
with our own, and the apparent p i t c h d i s t o r t i o n s which r e s u l t 
have been enhanced f u r t h e r by mixing p o r t i o n s of gamelan sound 
together a t v a r i o u s speeds, adding e l e c t r o n i c e f f e c t s , t o 
produce a very b r i g h t and e x o t i c sound world. 
Other sound sources are v o c a l - the s i n g i n g tones of the 
American soprano Amy V a i l and sounds from my own v o i c e . These 
v o c a l sources have been mixed together a t v a r i o u s speeds and 
e l e c t r o n i c e f f e c t s added. 
The p i e c e e s s e n t i a l l y e v o l v e s and develops from the gong and 
gamelan sounds which a r e developed, d i s t o r t e d , broken down, 
added to and transformed to a t e x t u r e c r e a t e d from samples of 
s i n g i n g . I n a s i m i l a r manner to " I n the Glow of the Inner 
L i g h t " both the gamelan and v o c a l sound sources a r e so 
d i s t o r t e d t h a t they become e n t i r e l y removed a u r a l l y from t h e i r 
o r i g i n , a l l o w i n g f o r new m a t e r i a l t o be introduced i n a 
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g r a d u a l l y e v o l v i n g f a s h i o n . U n l i k e the e a r l i e r 
e l e c t r o a c o u s t i c p i e c e , t h i s work i s not simply a gradual 
journey moving from one sound source t o another but i s c r e a t e d 
from a more complex mixture and i n t e r p l a y of m a t e r i a l formed 
from d i f f e r e n t sound s o u r c e s . 
The p i e c e opens w i t h the s t r i k i n g of a gong. Di g i d e s i g n 
Soundtools was used t o copy and r e v e r s e the r e v e r b e r a t i o n of 
the gong a f t e r i t was s t r u c k on one s i d e of the s t e r e o image. 
T h i s i s followed by a s t e r e o i n t e r p l a y of low gong sounds 
formed o r i g i n a l l y from one s i n g l e passage. Again with the use 
of D i g i d e s i g n Soundtools both s i d e s of the s t e r e o image of 
o r i g i n a l l y i d e n t i c a l m a t e r i a l were e d i t e d i n v a r i o u s ways i n 
order t o c r e a t e an e v o l v i n g m u s i c a l argument. With the 
e x c l u s i o n of some of the very lowest range of sound and the 
a d d i t i o n of r e v e r b e r a n t e f f e c t s , t h i s p a r t of the work l e a d s 
upwards from the opening gong sounds t o the complex and higher 
r e g i s t r a l f a b r i c c r e a t e d from gamelan sounds of sarons and the 
gender which f o l l o w s . 
There a r e two s h o r t c l i m a c t i c passages which a r i s e out of t h i s 
gamelan t e x t u r e , which r e p r e s e n t an u n f e t t e r e d enjoyment and 
innocence i n the r i c h n e s s of l i f e . During the course of these 
climaxes m a t e r i a l from a mix of slowed down s i n g i n g i s 
g r a d u a l l y introduced. T h i s mix however i s h e a v i l y d i s t o r t e d 
with the r i n g modulator, which a f f e c t s the enharmonic p a r t i a l s 
on e i t h e r s i d e of the c a r r i e r wave. The r i n g modulator i s 
used to c r e a t e a t e x t u r e which i s so h e a v i l y d i s t o r t e d from 
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the o r i g i n a l t h a t i t s sound source i s mostly u n i d e n t i f i a b l e , 
but has r e c o g n i s a b l e h i n t s of i t s sound source sometimes 
appearing. Ghostly v o c a l chordal e f f e c t s can a l s o be heard 
which form from t h i s d i s t o r t i o n . The e f f e c t of t h i s passage 
i s t o make a t r a n s i t i o n towards the main climax which i s 
c r e a t e d from more than one sound source, each d i s t o r t e d and 
manipulated e l e c t r o n i c a l l y . During t h i s t r a n s i t i o n the 
e a r l i e r gamelan sounds slowly disappear. However a l i t t l e 
l a t e r m a t e r i a l c r e a t e d from these e a r l i e r gamelan sounds but 
a l s o d i s t o r t e d by the r i n g modulator i s added, but as w i t h the 
s i n g i n g t e x t u r e the gamelan source i s not o f t e n r e c o g n i s a b l e . 
F u r t h e r p r o c e s s i n g has a l s o been added to t h i s p a r t of the 
p i e c e u s i n g e l e c t r o n i c harmonisation equipment. 
Other v o c a l sounds c r e a t e d from screams which have been 
processed by a l t e r i n g t h e i r speed and adding r e v e r b e r a t i o n 
e f f e c t s begin t o appear i n the f a b r i c of the work which 
develops i n t o a h i g h l y complex and d i s t u r b i n g s e c t i o n of 
climax produced by s e v e r a l l e v e l s of p r o c e s s i n g i n c l u d i n g 
e l e c t r o n i c harmonisation over s e v e r a l l a y e r s of m a t e r i a l 
a l r e a d y developed and concentrated by means of tape and 
m u l t i t r a c k r e c o r d i n g and e d i t i n g . T h i s main climax i s melded 
together by the v a r i o u s stages of e l e c t r o n i c p r o c e s s i n g . Here 
i n a e s t h e t i c terms i s the s e c t i o n of the p i e c e where h o r r o r 
has apparently triumphed. 
T h i s climax i s g r a d u a l l y d i s i n t e g r a t e d , u n t i l only low sounds 
remain, and a r e c o g n i s a b l e p o r t i o n of the e a r l i e r climax of 
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the gamelan m a t e r i a l g r a d u a l l y r e t u r n s , over a muffled low 
s i n g i n g t e x t u r e . The gamelan m a t e r i a l d i e s down and the 
s i n g i n g emerges i n t o a f i n a l t e x t u r e c r e a t e d by the o v e r l a y i n g 
of r e c o r d i n g s of a soprano v o i c e with one another with added 
r e v e r b e r a n t e f f e c t s . T h i s i s faded out g r a d u a l l y a t the end 
of the work. 
The e f f e c t of the s i n g i n g t e x t u r e emerging a t the end of the 
pi e c e i s prepared by i n t r o d u c i n g t h i s m a t e r i a l from p a r t of 
the way through the p i e c e i n a slowed down and muffled 
f a s h i o n , a t f i r s t d i s t o r t e d h e a v i l y by the r i n g modulator and 
then l a t e r i n the co n t e x t of the movement of much other 
d i s t o r t e d m a t e r i a l a t the same time. I t i s the c l e a r and 
unmuffled f a b r i c of s i n g i n g sound t h a t appears a t the end of 
the work i n the context of the mix of m a t e r i a l from where i t 
has emerged which c r e a t e s the s e n s a t i o n of a l i b e r a t e d and 
e c s t a t i c w e l t e r of d e l i g h t . 
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ORCHESTRAL 
10 IN SEARCH OF LORIEL f o r o r c h e s t r a (7 mins) 1994 
T h i s p i e c e has been w r i t t e n i n c o n j u n c t i o n with a poem which 
appears on the f r o n t i s p i e c e of the s c o r e . " L o r i e l " i s a made-
up word which has a s s o c i a t i o n s with the country of L o t h l o r i e n 
from T o l k i e n ' s "Lord of the Rings", a v e r y b e a u t i f u l haven. 
As L o r i e l i s a f a n t a s y word, so i s the s e a r c h f o r such a 
b e a u t i f u l and p e r f e c t mirage, behind which may l i e a very dark 
e v i l . Yet i t i s through the c o n f l i c t t h a t ensues t h a t the 
p i e c e develops to a p o s i t i v e and triumphant c o n c l u s i o n . 
The s t r u c t u r a l concept which l i e s behind t h i s work i s not 
d i s s i m i l a r t o the gradual procedures of d i s t o r t i o n explored i n 
the e l e c t r o a c o u s t i c work "The F i r e s of Being Woman", and p i t c h 
m a t e r i a l i s developed i n t h i s o r c h e s t r a l p i e c e by a gradual 
i n f i l t r a t i o n of d i s s o n a n t p i t c h elements u n t i l the c e n t r a l 
s e c t i o n i s reached. 
Rhythmically the work was conceived as a through-composed 
development of motives. As the p i t c h m a t e r i a l becomes more 
complex, the p o i n t i l l i s t i c rhythms of the opening become more 
simple and r e g u l a r , u n t i l i n the c e n t r a l s e c t i o n the main 
rhythms are designed to be c l e a r and s t r o n g w h i l s t the p i t c h 
m a t e r i a l i s very d i s s o n a n t . 
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There f o l l o w s a fugue c o n s t r u c t e d with e n t r i e s introduced i n 
a sequence of a c i r c l e of 5ths, and through the development of 
the l a r g e s c a l e t e x t u r e c r e a t e d by t h i s compositional 
technique the mus i c a l m a t e r i a l i s returned by gradual 
adjustments i n i n d i v i d u a l p a r t s to v a r i a t i o n s of a motive 
o r i g i n a l l y appearing e a r l i e r i n the p i e c e before the c e n t r a l 
s e c t i o n . F i n a l l y t h e r e i s a cho r d a l climax s e c t i o n , and t h i s 
climax i s broken down a t the end to m a t e r i a l s i m i l a r but not 
i d e n t i c a l t o m a t e r i a l developed much e a r l i e r . As i n "The 
F i r e s of Being Woman" on a b a s i c a e s t h e t i c l e v e l good has 
overcome e v i l , and has been e n r i c h e d and transformed i n the 
process. 
T e x t u r a l l y the m a t e r i a l of the p i e c e r e f l e c t s a main d i v i s i o n 
i n i t s conception i n t o two p a r t s . The f i r s t p a r t of the p i e c e 
c o n s i s t s of small s e c t i o n s of m a t e r i a l c r e a t e d from p a r t i c u l a r 
o r c h e s t r a l t e x t u r e s , each overlapping w h i l s t another begins. 
From f i g u r e B, where the c e n t r a l s e c t i o n begins, t h e r e i s an 
o r c h e s t r a l t u t t i , and where the mu s i c a l m a t e r i a l i s thinned to 
fewer instruments, t h i s i s p a r t of a l a r g e r developmental 
process l e a d i n g to another o r c h e s t r a l climax, u n t i l the very 
end of the piece where only a s i n g l e v i o l i n p l a y s , i t s f i n a l 
note fading v i r t u a l l y t o nothing. Overleaf i s a t a b l e showing 
the main t e x t u r a l p r o g r e s s i o n s i n the work. 
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There are two main motives i n the work. The f i r s t does not 
appear i n f u l l u n t i l bar 22, and g r a d u a l l y develops from the 
opening of the p i e c e where g l i s s a n d i are placed i n the range 
of a quartertone around the note A on the f l u t e s and f i r s t 
c l a r i n e t . These are followed by a wider range of p i t c h e s 
formed from the d i a t o n i c c o l l e c t i o n of E major played 
p i z z i c a t o on the upper s t r i n g s i n a p o i n t i l l i s t i c f a s h i o n 
without a f i r m rhythmic i n d i c a t i o n , i n order to c r e a t e the 
e f f e c t of a s w e l l i n g and d i m i n i s h i n g w a l l of sound. They 
c i r c l e down towards E which i s sounded on the horn and 
continued as a pedal note u n t i l bar 19. Gradually A#, the 
l e a d i n g note of B major, i s introduced i n t o the f a b r i c of the 
p i e c e a t d i f f e r e n t times i n v a r i o u s woodwind instruments. By 
t h i s means as w e l l as by the c o n s t r u c t i o n of the v o i c e l e a d i n g 
i n t hese instruments, the i n d i v i d u a l l i n e s of which are 
composed from d i f f e r i n g but repeated rhythmic formations of 
semiquavers and t r i p l e t s i n order to c r e a t e a complex rhythmic 
web, the f o c a l p i t c h becomes B by bar 17, overlapped by the 
presence of the s u s t a i n e d E pedal note. 
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Overlapping and emerging from t h i s wind t e x t u r e i s a repeat of 
a p a t t e r n of notes on the vibraphone, accompanied by a 
s u s t a i n e d B i n the lower s t r i n g s and d e l i c a t e s u l p o n t i c e l l o 
tremolos on the upper s t r i n g s , l e a d i n g t o the f u l l appearance 
of the f i r s t main motive on a s o l o v i o l i n which begins a t bar 
22. On an a e s t h e t i c l e v e l the gradual development of t h i s 
motive r e p r e s e n t s the emergence of new l i f e s l o w l y developing 
from nothing. 
T h i s motive continues t o appear i n the f a b r i c of the p i e c e , 
but i s s e t i n c o n t r a s t a g a i n s t the second main motive which 
begins t o appear from bar 31. The f i r s t motive does not 
r e t u r n prominently and c l e a r l y s t a t e d u n t i l the end of the 
work, with the a d d i t i o n of an e x t r a note. Below i n Ex 10.1 
are shown the important occurrences of the f i r s t main motive. 
EX 10.1 
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The tremolo upper s t r i n g s are j o i n e d by f l u t e s , c l a r i n e t s , 
oboes, horn and bassoon, i n t h a t order, and the s t r i n g t e x t u r e 
i s g r a d u a l l y faded out by bar 28 with each l i n e f i n i s h i n g on 
Bb. G r a d u a l l y Bb becomes more prominent as i t appears i n the 
m u s i c a l f a b r i c i n d i f f e r e n t instrumental p a r t s a t s l i g h t l y 
d i f f e r e n t times as a f o c a l p i t c h , i n d i s s o n a n t c o n t r a s t t o the 
previous B. The f i r s t c l a r i n e t l i n e a t bars 25 t o 27 shown 
below i n Ex 10.2 i s an example of the technique of melodic 
w r i t i n g based on the f i r s t motive which i s used to change t h i s 
f ocus. 
Ex 10.2 
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At bar 31 the 2nd main motive f i r s t appears. T h i s motive i s 
a s s o c i a t e d w i t h a more disso n a n t p i t c h c o n s t r u c t i o n . I t i s 
preceded by a chord progression i n the f l u t e s and oboes and a 
low melody on the horns and bassoons, i n both of which can be 
seen i n Ex 10.3 below p i t c h e s s e l e c t e d and placed c l o s e t o one 
another from diss o n a n t d i a t o n i c c o l l e c t i o n s , B major and Bb 
major. 
EX 10.3 
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The 2nd main motive i s developed as f o l l o w s i n Ex 10.4 through 
the p i e c e u n t i l i t i s deconstructed during the fugue which 
begins a t f i g u r e C. 
Ex 10.4 
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At f i g u r e A (bar 36) begins a s e c t i o n of the pi e c e which 
develops f e a t u r e s a l r e a d y introduced e a r l i e r . T h i s s e c t i o n 
u n t i l f i g u r e B i s composed with the concept behind i t of a 
s t r u g g l e between more melodic, d i a t o n i c and r h y t h m i c a l l y 
flowing m a t e r i a l and music t h a t i s much c l e a r e r r h y t h m i c a l l y , 
d i s s o n a n t and chromatic. Elements of both types of musical 
conception and of both main motives appear i n t h i s p a r t of the 
pi e c e . 
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I n the s t r i n g s t h e r e i s a r e t u r n to p i z z i c a t o t e x t u r e s , f i r s t 
of a l l c i r c l i n g independently towards the p i t c h of D, i n a 
r h y t h m i c a l l y complex p a t t e r n of b u r s t s of sound. T h i s i s 
accompanied by melodic l i n e s i n the marimba, horns, oboe and 
f l u t e . Then a s i m i l a r t e x t u r e t o the e a r l i e r p i z z i c a t o a t 
bars 5 t o 13 f o l l o w s , but here the notes form a d i s s o n a n t 
c l u s t e r of F, Fb, E, Eb, and D. These taper away i n separated 
s m a l l s e c t i o n s of sound, with r e g u l a r rhythms g r a d u a l l y 
introduced i n the p a r t s . A t w i s t i n g f a b r i c of sound i s 
c r e a t e d meanwhile i n the oboes and bassoons from bars 44 and 
45. G r a d u a l l y they reach upwards i n r e g i s t e r towards the note 
A, as shown below i n Ex 10.5. 
Ex 10.5 
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Rhythmically the movement between the wind p a r t s a t t h i s p o i n t 
i s very complex, as an example from bar 46 shows i n Ex 10.6 





These wind t e x t u r e s are faded out, and the s o f t e r f l u t e s , 
c l a r i n e t s and horn appear from bars 49 and 50 f o r a v e r y s h o r t 
passage where the p i t c h of A i s again a focus, and the melodic 
c o n s t r u c t i o n harks back to e a r l i e r m a t e r i a l of the 1 s t main 
motive. Here very b r i e f l y the melodic, d i a t o n i c and 
r h y t h m i c a l l y flowing m a t e r i a l a s s o c i a t e d with the f i r s t main 
motive appears to be stronger. 
At f i g u r e B (bar 53) t h i s m a t e r i a l i s suddenly i n t e r r u p t e d by 
the appearance of the second main motive i n f u l l flow (see Ex 
10.4 on page 86), with c l e a r a r t i c u l a t e d rhythms and strong 
d i s s o n a n t p i t c h c o n s t r u c t i o n s as shown o v e r l e a f i n Ex 10.7. 
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Two i s a r t i c u l a t e d a g a i n s t t h r e e i n t h i s rhythmic 
c o n s t r u c t i o n , keeping a c l e a r rhythmic d r i v e y e t not i n a 
r i g i d foursquare f a s h i o n . Balanced a g a i n s t these strong 
chords are f a s t runs of notes i n the s t r i n g s c o n s t r u c t e d 
l a r g e l y from chromatic s c a l e s , with some notes s h i f t e d t o 
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From bar 65 th e r e i s an i n t e r l u d e of m a t e r i a l r e l a t e d to the 
e a r l i e r i n t e r l u d e from f i g u r e A (bar 36) , but c o n t a i n i n g 
g e s t u r e s developed from the 2nd main motive. G r a d u a l l y t h i s 
f a b r i c i s b u i l t up with the a d d i t i o n of more and more 
instruments p l a y i n g i n rhythmic unison t o a c l i m a c t i c passage 
from bar 88 to f i g u r e C (bar 98) c o n s t r u c t e d from the 2nd main 
rhythmic motive (see Ex 10.4 on page 86 f o r the main 
i n t e r l o c k i n g rhythmic p a t t e r n s ) . 





From 88 u n t i l f i g u r e C the main f o c a l p i t c h movement hovers 
between A and Bb, u n t i l bars 96 and 97 when there i s an a s c e n t 
to a unison F a t f i g u r e C, the dominant of Bb, which i s played 
on a l l the sounding instruments of the o r c h e s t r a and i s a l s o 
the h i g h e s t note of the pi e c e sounded high on the p i c c o l o . 
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The fugue begins a t f i g u r e C, the f i r s t statement of which 
appears i n the lower r e g i s t r a l h a l f of the o r c h e s t r a . Each 
en t r y of the fugue i s i d e n t i c a l i n rhythm and i n t e r v a l , but 
begins on notes arranged i n a c i r c l e of f i f t h s as shown i n Ex 
10.10, and i s the f i n a l development of the second main motive. 
Ex 10.10 
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I n a s i m i l a r f a s h i o n t o c i r c l i n g techniques of s h i f t i n g f o c a l 
p i t c h e s used e a r l i e r i n the p i e c e , each instrumental p a r t 
g r a d u a l l y has notes changed to a more d i a t o n i c c o l l e c t i o n of 
p i t c h e s from E major, and almost every p a r t f i n i s h e s on the 
f o c a l p i t c h of B, f o l l o w i n g a sequence of notes r e l a t e d i n 
t h e i r c o n s t r u c t i o n to the f i r s t main motive. However the 
f i r s t c l a r i n e t which i s the l a s t instrument to f i n i s h p l a y i n g 
a p a r t from the s t r i n g s which continue i n t o the f i n a l s e c t i o n 
of the p i e c e , ends on an A, and i s designed t o meld i n t o A 
s u s t a i n e d by the 1 s t v i o l i n . N e v e r t h e l e s s the bottom 
s u s t a i n e d p i t c h a t t h i s p o i n t i s B, and t h i s focus 
predominates a t the end of the work. 
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The s t r i n g s p lay a s e r i e s of chords, l e a d i n g to the f i n a l 
climax where they a r e j o i n e d by the f l u t e s , c l a r i n e t s , 
bassoons and horns. The p i t c h m a t e r i a l of t h i s f i n a l s e c t i o n 
i s shown below i n Ex 10.11. 
Ex 10.11 
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The f i r s t chord a t f i g u r e D (bar 120) i s c o n s t r u c t e d e n t i r e l y 
from i n t e r v a l s of a p e r f e c t f o u r t h a p a r t . T h i s method of 
c o n s t r u c t i o n i s r e l a t e d i n conception to the e a r l i e r f u g a l 
e n t r i e s c o n s t r u c t e d i n a c i r c l e of 5ths. The f i n a l t h r e e 
chords a t bars 125 to 129 are c r e a t e d l a r g e l y from d i a t o n i c 
c o l l e c t i o n s of notes. The f i r s t chord c o n s i s t s of p i t c h e s 
from the d i a t o n i c c o l l e c t i o n of Bb major, p l u s a B i n 
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d i s s o n a n t c o n t r a s t , the second from Eb major, and the f i n a l 
chord from E major. The presence of the note D i n the 
vibraphone and v i o l i n s o l o a t the very end of the p i e c e , i n a 
r e t u r n to m a t e r i a l from the f i r s t motive as t h i s f i n a l chord 
i s d i s i n t e g r a t e d , g i v e s a modal sense t o the c o n s t r u c t i o n of 
t h i s m a t e r i a l , i n i t s r e l a t i o n s h i p t o the E major chord. 
O v e r a l l the p i t c h focus has r i s e n from the A of the opening t o 
the B a t the end, accompanied by a c l e a r harmonic pro g r e s s i o n 
to E major w i t h an added D, another important f o c a l p i t c h i n 
the p i e c e , s i m i l a r t o the harmony which emerges i n the opening 
of the p i e c e . The main p i t c h f o c a l movements of the whole 
work are shown below i n Ex 10.12. 
Ex 10.12 
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Thus the m a t e r i a l of the work can be seen to have r e s o l v e d 
somewhere c l o s e but not i d e n t i c a l t o i t s s t a r t i n g point, i n 
keeping with the o v e r a l l a e s t h e t i c of growth and. development 
through c o n f r o n t i n g and overcoming the d i s t o r t i o n s of e v i l . 
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OPERA 
11BOUDICA (Act I of Opera) f o r 1 male spoken r o l e , 2 
sopranos, 1 mezzo soprano, 1 tenor, 1 b a r i t o n e , 1 bass 
and chamber o r c h e s t r a (35 mins) 1995 
The e s s e n t i a l theme of t h i s opera i s both as o l d as humankind 
and as contemporary as today. At a very b a s i c l e v e l w i t h i n 
the darker s i d e of our nature t h e r e i s a p o s s i b i l i t y w i t h i n 
a l l of us t o gain s a t i s f a c t i o n from dominating and h u r t i n g 
another. Such unpalatable d r i v e s are u s u a l l y r a t i o n a l i s e d by 
denying the enormity of the harm done, or by t u r n i n g the 
v i c t i m i n t o a scapegoat, or by making the v i c t i m an a l i e n or 
i n f e r i o r "other" w i t h whom the dominator appears to have 
nothing i n common. 
Without the a b i l i t y t o p e r c e i v e and t o r a t i o n a l i s e t h r e a t s 
from o u t s i d e , however in a p p r o p r i a t e or misplaced t h e i r 
c o n c e p t u a l i s a t i o n , the human r a c e would not a c t u a l l y l a s t v e r y 
long. As the a b i l i t y to f i g h t f o r s u r v i v a l i n a h i g h l y 
complex world where a l l l i f e i s competing f o r space i s the 
most b a s i c i n s t i n c t of a l l , t h i s process of r a t i o n a l i s a t i o n i s 
i n t i m a t e l y and c r u c i a l l y l i n k e d to the human c a p a c i t y t o 
s u r v i v e . Those people with power, whether through p h y s i c a l 
and t e c h n o l o g i c a l s u p e r i o r i t y or s o c i a l custom, are i n a 
p o s i t i o n t o make t h e i r own p a r t i c u l a r r a t i o n a l i s a t i o n s become 
the accepted norm t o the detriment of those beneath them. 
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"Boudica" has been w r i t t e n i n an attempt to address t h i s 
balance, to allow, as f a r as one person i s a b l e , the v o i c e s of 
those abused and c r u e l l y h u m i l i a t e d i n the most in t i m a t e way 
to be heard. Rape can take many forms, not a l l of them 
p h y s i c a l , but i t i s the und e r l y i n g urge to dominate, to 
c o n t r o l , to hu r t and t o enjoy the triumph of i n f l i c t i n g pain 
on another human being as profoundly as p o s s i b l e t h a t i s 
common to them a l l . What d e v a s t a t e s on the most i n t i m a t e and 
personal s c a l e , i n the s t o r y of Boudica unleashes an immense, 
h o r r i f i c d e s t r u c t i o n and revenge on a n a t i o n a l s c a l e , and i t 
i s , as the c h a r a c t e r Grania s a y s i n the second as y e t 
uncomposed Act, "the innocent, the t r u s t i n g , who pay the 
p r i c e " . 
The r e b e l l i o n l e d by Boudica a g a i n s t the Romans took p l a c e i n 
e i t h e r 60 or 61 AD, and the main source of information comes 
from T a c i t u s , a Roman h i s t o r i a n c o n s i d e r e d t o be very 
r e l i a b l e . There i s a l s o s u b s t a n t i a l a r c h a e o l o g i c a l evidence 
of the d e s t r u c t i o n by f i r e a t t h i s time of the se t t l e m e n t s 
concerned to back up h i s account. Although a c e r t a i n degree 
of dramatic l i c e n c e has had t o be taken i n order t o give t h i s 
chamber s e t t i n g of the s t o r y s u f f i c i e n t cohesion and the 
d e t a i l s have been f l e s h e d out by my imagination, the a c t i o n s 
are n e v e r t h e l e s s based f i r m l y on recorded f a c t . 
Various stage d i r e c t i o n s are included, s u f f i c i e n t t o i n d i c a t e 
to a producer the dramatic a c t i o n and c o n t i n u i t y . These could 
be enlarged upon by him or her f o r an a c t u a l production, 
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w i t h i n the framework and s e t t i n g s given i n the s c o r e . 
I n order t o make t h i s opera r e a l i s t i c a l l y f e a s i b l e to perform, 
the f o r c e s a r e of chamber s i z e . Most notably the s t r i n g s a r e 
designed t o be performed e i t h e r by one instrument per p a r t or 
by u s i n g s m a l l s e c t i o n s . Obviously the o v e r a l l balance would 
be s l i g h t l y d i f f e r e n t i n e i t h e r case, but i t seems most 
p r a c t i c a l t o l e a v e the option open and f o r the conductor to be 
s e n s i t i v e a c c o r d i n g l y t o any necessary minor adjustments. 
Three was a very important and m y s t i c a l number to the C e l t i c 
peoples t o which Boudica belonged, and t h i s concern w i t h the 
number t h r e e , which was e a r l i e r explored i n the chamber p i e c e 
" T r i s k e l e " (on page 35), has been t r a n s l a t e d i n t o the 
formation of the s t r u c t u r e of the opera. 
The whole opera i s planned i n i t s e n t i r e t y to have t h r e e A c t s , 
each with t h r e e scenes. The work submitted here i s the f i r s t 
Act, which i s designed f o r performance i n i t s own r i g h t as a 
complete 35 minute chamber opera. For the sake of 
completeness the l i b r e t t o f o r a l l t h r e e Acts i s attached as an 
appendix to t h i s commentary. I would expect to r e v i s e the 
m a t e r i a l f o r the second and t h i r d A cts i n the course of 
composing the music f o r them. 
The importance of the number t h r e e pervades the opera a t i t s 
b a s i c m o t i v i c l e v e l . Bar 10 of the I n t r o d u c t i o n c o n t a i n s a 
fundamental t h r e e note t r i p l e t motive of D C# Eb, towards 
96 
which the preceding bars b u i l d . T h i s semitonal motive, shown 
below i n Ex 11.1, and a l s o appearing f r e g u e n t l y beginning on 
the d i a t o n i c a l l y r e l a t e d p i t c h of A, has resonances throughout 
the work, both i n the working through of the m u s i c a l f a b r i c of 
the p i e c e and a l s o i n the un d e r l y i n g p i t c h movements and 
development of the m u s i c a l language. The p e r v a s i v e n e s s of 
t h i s motive appearing i n the f a b r i c of the p i e c e i s meant to 
r e f l e c t on an a e s t h e t i c l e v e l the process of rape enacted i n 
the opera. 
T h i s motive i s designed t o emerge from the f i r s t s t r i n g 
e n t r i e s w h i l s t T a c i t u s i s speaking, with the Eb and C# 
introduced i n g l i s s a n d o and s u l p o n t i c e l l o t e x t u r e s . The 
f i r s t c l e a r statement of the motive i s a t bar 10 i n a t r i p l e t 
rhythm as shown below i n Ex 11.2. 
Ex 11.1 




The whole I n t r o d u c t i o n i s conceived around the b u i l d up 
towards t h r e e main statements of t h i s motive, each time with 
more development i n the rhythmic c o n s t r u c t i o n and number of 
instruments i n v o l v e d . I n between the t e x t u r e i s h i g h l y 
chromatic and sinuous, i n order t o c r e a t e a sense of 
in e x o r a b l e foreboding of the horror which i s to unfold l a t e r 
i n Scene I I . 
Below i n Ex 11.3 a r e shown a r e d u c t i o n of the second and t h i r d 
appearances of the fundamental motive. 
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Rhythmically the sense of t h r e e connected with the C e l t s i s 
counterbalanced by a sense of two which i s r e l a t e d t o the 
Romans. I n much of the I n t r o d u c t i o n t h e r e i s an i n t e r p l a y of 
rhythmic m a t e r i a l formed e s s e n t i a l l y from d u p l e t s , t r i p l e t s 
and quadruplets. Combined with the chromatic w r i t i n g i n the 
inst r u m e n t a l l i n e s t h i s rhythmic i n t e r p l a y i s designed t o 
produce a r e p r e s s i v e sense of c o n f l i c t . 
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Scene I i s constructed to f o l l o w on d i r e c t l y from the 
I n t r o d u c t i o n , and the bar numbers r e f l e c t t h i s conception, as 
they do not begin again a t 1 u n t i l the opening of Scene I I . 
The passage of t r a n s i t i o n between the I n t r o d u c t i o n and Scene 
I , reduced below i n Ex 11.4, which f o l l o w s a climax of 
m a t e r i a l developed from the t h i r d main statement of the 
fundamental motive, i s an important example showing how t h i s 
motive i s manipulated i n the opera and the mus i c a l conceptions 
behind i t s c r e a t i o n . The semitonal c o n s t r u c t i o n of Bb and G# 
around A i s transformed to the i n t e r v a l of a tone, and they 
a c c o r d i n g l y become B and G. I n c o n j u n c t i o n with the r e d u c t i o n 
i n instruments p l a y i n g here and the gradual slowing down of 
the tempo, t h i s opening out of the i n t e r v a l s r e l a x e s the 
t e n s i o n which has been b u i l t up u n t i l t h i s p o i n t , and i s 
intended t o c r e a t e a more p o s i t i v e and d i a t o n i c frame of 
mu s i c a l r e f e r e n c e f o r the audience. 
Ex 11.4 
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Scene I opens with Boudica i n her p a l a c e , with her two 
daughters e n t e r i n g l a t e r on. Although Boudica i s g r i e v i n g f o r 
her dead husband, n e v e r t h e l e s s a happy and c l o s e - k n i t f a m i l y 
i s portrayed i n t h i s opening scene of the opera. A 
p a r t i c u l a r l y poignant moment i s meant to be the s i n g i n g of a 
song t o Boudica by her daughters, and the presence of the 
fundamental motive i n i t s r e l a x e d form i s an i n t e g r a l p a r t of 
the c o n s t r u c t i o n of the melodic l i n e as shown below i n Ex 
11.5. Rhythmically the duplet and t r i p l e t both appear i n the 
m u s i c a l l i n e , g i v i n g a sense of l i l t t o the music a t t h i s 
p o i n t . 
Ex 11.5 
The song i s sung t w i c e , and then t h e r e i s a f i n a l t h i r d 
r e p e t i t i o n by a low c l a r i n e t with s t r i n g and harp 
accompaniment. Here Boudica s i n g s of her f e a r s f o r her 
f a m i l y ' s s a f e t y . The f i n a l words " I hope, I f e a r , I w a i t " , 
a r e sung i n a chromatic l i n e , ending with a t r i t o n e i n t e r v a l 
onto Eb, an important p i t c h focus i n Scene I I which i s t o 
f o l l o w . She s i n g s i n a d i f f e r e n t time s i g n a t u r e from the 
i n s t r u m e n t a l p l a y i n g of the song, i n 3/4 c r o t c h e t = 54 as 
opposed to 4/4 c r o t c h e t = 72, i n order to space the e x p r e s s i o n 
of her own concerns and f e a r s f u r t h e r from the innocence and 
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joy of her daughters' song, although she b r i e f l y r e t u r n s to 
the tempo of c r o t c h e t = 72 i n a moment of strong p a s s i o n . 
The fundamental three note motive has a strong rhythmic 
impetus connected t o i t , i n p a r t i c u l a r w ith the a r r i v a l of the 
Romans a t bars 5 and 6 of Scene I I as shown below i n Ex 11.6. 
On looking c l o s e l y a t the formation of the i n d i v i d u a l l i n e s i n 
these chords, the development of t h i s chromatic motive beyond 
i t s o r i g i n a l p i t c h e s can be seen. Many of the i n s t r u m e n t a l 
l i n e s move i n semitones here, and the f i n a l chord i s designed 
t o be ve r y d i s s o n a n t i n e f f e c t . 
Ex 11.6 
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T h i s i s immediately followed by a f u r t h e r development of the 
fundamental motive i n a long passage. I t s rhythmic 
c o n s t r u c t i o n , with syncopated rhythms and uneven bar l e n g t h s , 
i n combination with the repeated melody low i n the c l a r i n e t , 
bassoon, c e l l o and double bass, i s designed to p o r t r a y a sense 
of i r o n r e l e n t l e s s n e s s without being foursguare and 






As Boudica i s broken down p s y c h o l o g i c a l l y by Catus Decianus, 
so the second h a l f of Scene I I r e f l e c t s t h i s process i n i t s 
c o n s t r u c t i o n with i t s oft e n s p a r s e and f l u c t u a t i n g 
i n s t r u m e n t a l t e x t u r e s . Much use i s made of the fundamental 
motive and i t s development i n t o longer chromatic l i n e s i n the 
c o n s t r u c t i o n of the music throughout the scene, sometimes as 
i n Ex 11.7 above with v a r i o u s rhythmic forms of i t interwoven 
together. For i n s t a n c e the grotesque t h r e a t s made by Catus 
Decianus once Boudica i s bound and h e l p l e s s are s e t t o a 
hi g h l y chromatic p a t t e r n of notes, with oboe accompaniment, 
r e p e a t i n g most of the p i t c h e s sung by the tenor a l i t t l e l a t e r 
and p r o v i d i n g a bridge back t o the v o i c e . Overleaf i n Ex 11.8 
i s shown a passage from t h i s p a r t of the scene. 
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The music i s g r a d u a l l y b u i l t up, i n f i t s and s t a r t s , t o the 
f i n a l climax of Scene I I , where the whip i s brought down 
s e v e r a l times on Boudica's back, and her f i n a l scream, r i s i n g 
out of the instrumental t e x t u r e a t bar 245. At t h i s moment 
the l i g h t s go out, and by doing so i t i s the dramatic 
i n t e n t i o n t h a t the audience f e e l a t one i n t h i s moment of 
u t t e r h u m i l i a t i o n with Boudica. 
Scene I I I begins with a long bassoon s o l o , l e a d i n g t o the 
v o c a l e n t r y by Boudica, a t f i r s t b a r e l y able t o s i n g . 
O v e r l e a f i n Ex 11.9 i s the passage where Boudica begins, and 
i t s c o n s t r u c t i o n based on an expanded v e r s i o n of the 
fundamental motive, using a l l the semitones between her f i r s t 
note of F and her f i n a l low G i s d e l i b e r a t e . T h i s 
chromaticism i s i n i t s dissonance designed to r e f l e c t her 
103 
agony, as w e l l as to be a marked c o n t r a s t to the more d i a t o n i c 
melodic c o n s t r u c t i o n s of Scene I . The rhythmic c o n s t r u c t i o n 
i s meant t o r e f l e c t the loose p a t t e r n of the speaking v o i c e . 
Ex 11.9 
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The f i n a l scene i s c o n s t r u c t e d e s s e n t i a l l y i n two p a r t s , the 
f i r s t g r a d u a l l y b u i l d i n g up i n s t r u m e n t a l t e x t u r e s matching 
Boudica's a b i l i t y to express what she f e e l s , before drawing 
back t o the s o l o bassoon a t bar 80. I n the second h a l f she 
manages to r i s e to her f e e t , and t h e r e f o l l o w s a r h y t h m i c a l l y 
complex s e c t i o n where she s i n g s i n the time of 3/4 a t c r o t c h e t 
= 75 a g a i n s t the o r c h e s t r a which p l a y i n 4/4 a t c r o t c h e t = 
100, i n order t o allow the c o m p l e x i t i e s of the rhythmic 
w r i t i n g t o become a l l the more complicated and e x c i t i n g as she 
d e s c r i b e s the enjoyment of the Romans i n i n f l i c t i n g p a i n . 
F i n a l l y her daughters f i n d the s t r e n g t h t o stand beside her a t 
the end, and the e s s e n t i a l l y chromatic w r i t i n g of t h i s scene 
f i n d s i t s r e s o l u t i o n onto D and the d i a t o n i c a l l y r e l a t e d A, 
the fundamental p i t c h e s of the opera. 
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The f i n a l chord i s c l e a r l y a s s o c i a t e d with the fundamental 
motive as can be seen i n Ex 11.10 below. Here the d i s t a n c e 
between some of the p i t c h e s i s t h a t of a semitone, or a tone 
of even t h r e e semitones, and these chords are d e l i b e r a t e l y 
c o n s t r u c t e d by combining elements of the fundamental motive 
both i n i t s chromatic o r i g i n a l form, and i t s more r e l a x e d form 
of i n t e r v a l s of a tone which i s a s s o c i a t e d with Scene I and 
i t s p o r t r a y a l of the innocent enjoyment of l i f e . On an 
a e s t h e t i c l e v e l the mixing of these i n t e r v a l l i c elements i s 
meant t o r e f l e c t the f a c t t h a t Boudica's world i s f o r e v e r 
a l t e r e d by the horror done to her and her fam i l y , but t h a t she 
has found the courage t o stand up and f i g h t , and t o r e c l a i m 
her r i g h t t o be respected as a human being. 
I n order t o i n c o r p o r a t e the fundamental motive of D C# Eb a t 
i t s most b a s i c i n the l a r g e s c a l e c o n s t r u c t i o n of t h i s Act, 
o r i g i n a l l y each scene was conceived as having i t s most 
important f o c a l p i t c h as one of these t h r e e p i t c h e s . T h i s 
holds good f o r the I n t r o d u c t i o n where the focus i s D, although 
the focus of A which i s c l o s e l y r e l a t e d d i a t o n i c a l l y i s more 
EX 11.10 
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prominent i n Scene I . For Scene I I Eb i s the most important 
f o c a l p i t c h . Scene I I I r e t u r n s t o the focus of A i n 
conjunction with D by the end. The most important p i t c h 
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P a r t i c u l a r instruments have c e r t a i n a s s o c i a t i o n s with the 
c h a r a c t e r s i n v olved. The harp which as an instrument has a 
r i c h C e l t i c h e r i t a g e i s a s s o c i a t e d w i t h Boudica and her two 
daughters, and p a r t i c u l a r use of t h i s instrument i s made i n 
the c o n s t r u c t i o n of v a r i o u s atmospheric t e x t u r e s i n Scene I . 
I t forms the main accompaniment to the song t h a t Boudica's 
daughters s i n g t o her. 
B r a s s with t h e i r m i l i t a r i s t i c a s s o c i a t i o n s and loud dynamic 
q u a l i t i e s tend t o appear i n connection w i t h the Romans, a 
p a r t i c u l a r example being the opening s e c t i o n of Scene I I , but 
are a l s o employed i n more r e g a l moments amongst Boudica and 
her daughters. Timpani and a bass drum a r e often added f o r 
more dynamic emphasis and a m i l i t a r i s t i c e f f e c t . 
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The s t r i n g s and most woodwind are more interchangeable i n 
a s s o c i a t i o n , forming as they do the backbone of the o r c h e s t r a , 
but freguent use i s made of p a r t i c u l a r c o l o u r p a i n t i n g , such 
as the i n s t r u m e n t a l d e p i c t i o n of "mist over the g r a s s " 
d e s c r i b e d by B r i g i t a t bar 91 i n the f i r s t scene and the 
r e f e r e n c e t o birdsong by her s i s t e r w i t h the use of the 
p i c c o l o and oboe s l i g h t l y l a t e r a t bars 99 t o 101. 
The bassoon has more s i n i s t e r connotations. I n p a r t i c u l a r i t s 
appearance i n a long s o l o a t the opening of Scene I I I i s meant 
to convey the bleak numbness of Boudica and her daughters a t 
t h a t p o i n t . So does the double bass, i n p a r t i c u l a r a t bars 
116 t o 121 i n Scene I I when i t sounds an octave below the 
words of Catus Decianus, and a l i t t l e l a t e r i n t h a t scene from 
bar 150 when i t p l a y s i n tandem with the bassoon. P a r t i c u l a r 
resonances, such as the more s e d u c t i v e i n s t r u m e n t a l 
a s s o c i a t i o n s of the c o r a n g l a i s a t bar 169 i n Scene I I , add t o 
the grotesque nature of the dramatic proceedings here. 
I t w i l l be c l e a r from the foregoing t h a t "Boudica" i n m u s i c a l 
terms v e r y much r e p r e s e n t s a working through and c u l m i n a t i o n 
of the e s s e n t i a l i n t e r e s t s and concerns t h a t are apparent 
throughout the p i e c e s i n t h i s p o r t f o l i o , both a t a s m a l l s c a l e 
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B O U D I C A — 
Tacitus (spoken r o l e ) 
Boudica (mezzo soprano) 
B r i g i t (soprano) 
Dorca (soprano) 
Grania ( a l t o ) 
Catus Decianus (tenor) 
V i l l e i u s (tenor) 
Roman Soldier 1 (baritone) 
Roman Messenger (baritone) 
Briton (baritone) 
Roman Soldier 2 (bass) 
Suetonius Paulinus (bass) 
Dramatis .-on.; 
widow of Prasutagus, c l i e n t king 
of the Iceni 
elder daughter of Boudica, aged 16 
years 
younger daughter of Boudica, aged 
14 years 
B r i t i s h wife of V i l l e i u s 
Procurator of B r i t a i n 
Roman husband of Grania and friend 
of Suetonius Paulinus 
Governor of B r i t a i n 
NOTE: This opera i s arranged so that only one tenor, one 
baritone and one bass are needed, hence the above groupings. 
Grania, V i l l e i u s , the Roman Messenger, Briton and Suetonius 
Paulinus do not appear i n Act I . 
Orcbestra 
Flute (also piccolo and alt o f l u t e ) 
Oboe (also cor anglais) 
C l a r i n e t in Bb 
Bassoon 
Horn 
Trumpet in Bb 
Trombone 
Percussion) 
3 Timpani ) one player 
Bass Drum ) 
Harp 
V i o l i n I ) 
V i o l i n I I ) 




COMPLETE LIBRETTO FOR BOUDICA 
Prologue 
T a c i t u s : I t vas not so many years ago that i t a l l happened. My 
uncle Agricola, who was then a young man, s t i l l swears 
today that Rome nearly l o s t B r i t a i n because of the 
revo l t led by Boudica. Prasutagus, king of the I c e n i , 
died some sixteen years a f t e r Claudius invaded B r i t a i n , 
leaving h i s widow Boudica and t h e i r two daughters. I n 
h i s W i l l he l e f t half h i s kingdom to h i s family, and 
half to the Emperor, Nero. By t h i s means he hoped to 
keep h i s family and t r i b e secure. But the Procurator, 
Catus Decianus, was an unscrupulous and greedy man, and 
B r i t a i n was proving c o s t l y to keep under Roman control. 
Would he respect the provisions made for Boudica, and 
for her two daughters? And would anyone i n Rome care 
i f he did not? 
Tacitus slowly walks off the stage. 
Act I 
Act I Scene 1 
Palace of the I c e n i . There i s a f i r e burning on an open 
hearth i n the centre of the room, and the walls are hung with 
r i c h drapes. There i s a s o l i d oak table by one of the walls 
on which various I c e n i treasures stand. Boudica i s wearing a 
robe and a heavy gold necklace, her auburn h a i r flowing 
f r e e l y . She i s s i t t i n g on a wicker chair thoughtfully 
watching the f i r e as the curtain r i s e s . I t i s a bright sunny 
morning. 
Boudica gets up and s t a r t s arranging flowers i n vases around 
the room. B r i g i t and Dorca appear i n the doorway, unseen by 
Boudica at f i r s t . When she turns i n t h e i r d i r e c t i o n , they run 
to her, f u l l of excitement. 
Boudica:My daughters! How are you today? 
B r i g i t 
& Dorca:We are w e l l . Mother. 
B r i g i t : I woke early, and went outside to watch the sun r i s e , 
with mist over the grass: I t was so b e a u t i f u l . 
Boudica:And Dorca, did you go as well? 
Dorca: As I lay i n my bed, I li s t e n e d to the birds singing: 
Their music made me happy, so happy, then I f e l t sad, 
I miss our Father, I miss him so much. 
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A l l three embrace 
Boudica:We a l l miss him: He was a good man, and he loved you 
dearly. When you are older you w i l l r u l e i n h i s place, 
and honour h i s memory. 
They stand apart 
B r i g i t 
& Dorca:We w i l l always honour him. 
Dorca: Mother, s h a l l we sing to you, as we used to sing when 
Father was a l i v e ? 
Boudica:Yes, I would love you to sing. 
Dorca: My love has journeyed over the sea, 
I wait for him to come home to me; 
He'll bring a s i l v e r comb to s e t i n my h a i r , 
And jewels r i c h and rubies rare. 
For h i s lady, Finnebair, 
&Brigit:For h i s lady, Finnebair. 
Song repeated by B r i g i t and Dorca. They hug t h e i r mother, 
then run, laughing, to the side of the room where they become 
engrossed in playing a game together. Boudica stares 
thoughtfully at them as they run to the side of the room, then 
looks to the front of the stage to address the audience. 
Boudica:My daughters, such beautiful g i r l s , t h e i r love 
sustains me. And they w i l l be strong, womanly Queens, 
as i s our t r a d i t i o n . But the Romans, w i l l they respect 
us? I fear for my daughters, now my husband i s gone: 
I hope, I fear, I wait.... 
Act I Scene 2 
The same room, in the ea r l y evening. Boudica and her two 
daughters are s i t t i n g sewing together by the f i r e . 
There are 3 loud knocks on the door, a b r i e f s i l e n c e and then 
3 louder, slower knocks. 
RS I : (shouted from offstage) Open i n the name of the 
Emperor! 
Boudica gets up and comforts her two daughters who are shocked 
and stunned. They embrace c l o s e l y . The door i s flung open, 
revealing Catus Decianus and two Roman so l d i e r s standing on 
the threshold. After a short time they slowly make t h e i r way 
into the palace in an intimidating manner. 
CD: Boudica! Your husband's kingdom i s f o r f e i t to Rome! 
Boudica:My husband's W i l l l e f t h a l f to our daughters, and gave 
half of a l l we have to the Emperor. My husband served 
you well and l o y a l l y ! 
I l l 
CD: He i s dead! His Will i s worthless, and we w i l l take 
what i s ours: Seize everything! 
Boudica stands face to face with Catus Decianus 
Boudica:And you would leave us with nothing! I s t h i s how Rome 
tr e a t s i t s fr i e n d s ? ! 
CD: You think to t e l l us what to do! Who are you? - a 
barbarian woman! 
CD & RS:Who are you, barbarian woman! 
CD: I w i l l show you j u s t how Rome t r e a t s barbarians who 
dare to question my authority! You have two daughters, 
two lovely daughters, two young, such pretty daughters, 
j u s t ripe for plucking. (to s o l d i e r s ) Do what you 
want with them! 
Boudica:No! No, not my daughters! 
B r i g i t 
& Dorca:Mother! 
Boudica watches impotently as her daughters are taken from the 
stage by the Roman s o l d i e r s ; Catus Decianus t i e s her to a 
column - in her state of shock she can offer l i t t l e 
r e s i s t a n c e . Screams from B r i g i t and Dorca can be heard from 
time to time as they are raped offstage. Catus Decianus moves 
around Boudica menacingly throughout the following: 
CD: (pulling head back - manner s a d i s t i c a l l y coaxing) So, 
what s h a l l I do with the mother? Perhaps with t h i s 
sword I w i l l cut you up slowly l i k e meat. (That's 
r i g h t . . .be scared be very scared...) Perhaps I w i l l 
cut off your fingers, (takes one of her hands) one by 
one: And then your breasts... ( r e s t s sword against 
l e f t breast) I can do whatever I l i k e with you! You 
belong to me, now your husband i s dead. Do you miss 
your husband? Do you miss h i s touch?! Like t h i s ? ! 
(sudden movement by Catus Decianus between Boudica's 
legs - she gasps) But you long for a r e a l Roman shaft, 
l i k e your daughters are getting r i g h t now! (he laughs, 
the music r i s e s to a climax and the daughters are flung 
in the room and dumped on the floor by the two Roman 
soldi e r s who enter, laughing. B r i g i t and Dorca are 
dishevelled, bloody and u t t e r l y she11shocked.) So 
these are the proud daughters of a proud Queen! You 
whimpering women are nothing but worthless whores! 
(kicks the nearest daughter in the stomach) See how 
Rome t r e a t s those who defy them: (shouted at Boudica) 
I w i l l make you beg for your l i f e ! 
Music r i s e s to a climax as Catus Decianus s t r u t s p a t h e t i c a l l y , 
l i g h t s flashing. He s t r i p s Boudica's back and brings a whip 
down. As i t descends, the l i g h t s go out. Whip heard again 
and again - gasps, and in the end Boudica screams. 
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Silence. The Romans leave n o i s i l y , taking the treasures of 
the palace with them and laughing and joking obscenely. 
Act I Scene 3 
The same room, a l i t t l e l a t e r , with the table now bare of i t s 
treasures and the r i c h drapes gone. Boudica i s s t i l l t i e d to 
the column and her daughters l i e motionless on the ground. The 
music begins with the stage i n darkness and the l i g h t s are 
gradually raised to a wan paleness. 
Both daughters attempt, and f i n a l l y manage, to r a i s e 
themselves. They slowly approach t h e i r mother, they untie her 
and she collapses to the ground, facing the audience. B r i g i t 
and Dorca huddle either side of her. Boudica puts her hand 
out towards the audience, to whom her voice i s d i r e c t l y 
addressed. 
Boudica:I cannot begin to plumb the depths of my darkness: 
(she manages to s i t up, her daughters continue to huddle 
either side of her, t h e i r faces held away from the audience) 
such d u l l and dank ugliness so big, v i l e n e s s so vast, pain and 
ghastliness beyond a l l bearing. My daughters... (weeps) I 
could not save them, t h e i r own mother, t h e i r own Queen, from 
the black iron hatred of men, of Romans, d e f i l i n g the most 
sacred part of our humanity, stripping us of a l l , leaving us 
nothing but dark emptiness, numbness, pain. And what did we 
do to provoke them? Nothing, but ask for respect from 
' c i v i l i s e d ' Romans... (slowly r i s e s with daughters) they count 
us so l i t t l e that they trample us into the ground, tearing us 
apart, destroying, r e v e l l i n g i n our torment without p i t y . . . 
( a l l three strongly standing, defiant, music blazing) I f t h i s 
i s how ' c i v i l i s e d ' Romans act , there i s no morass so deep that 
we barbarians cannot enter, to avenge! 
Last words repeated by Boudica accompanied by her daughters. 
Curtain. 
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Act I I 
Act I I Scene 1 - Suetonius Paulinus i s in h i s tent in Anglesey 
SP: And so, we have defeated the Britons! The Druids are 
crushed - we cut down t h e i r wild men and women, black-
robed with dishevelled h a i r l i k e F u r i e s , screaming 
curses upon us from t h e i r gods, and we burned them with 
t h e i r own torches. The blood they have shed i n t h e i r 
heathen groves has been paid for by t h e i r own. Blood 
begets blood; the Britons must learn that Rome i s 
t h e i r master. Now B r i t a i n i s conquered, now B r i t a i n 
i s ours! 
A b e l l rings outside the tent 
SP: Come i n ! 
Enter Roman Messenger 
RM: S i r , I bring t e r r i b l e news. 
SP: What has happened? 
RM: There has been a huge rev o l t i n the east led by 
Boudica, Queen of the I c e n i . 
SP: What?! A r e v o l t ? ! 
RM: Camulodunum has been burned to the ground, every man, woman and c h i l d k i l l e d by barbarians. 
SP: Boudica? Boudica?! Can t h i s be? 
RM: There i s more - a force from the Ninth Legion has been 
cut to pieces, the Procurator has f l e d , and there i s 
no longer government i n B r i t a i n . 
SP: Where are the rebels now? 
RM: They are heading for Londinium, a large force, a 
hundred thousand strong. 
SP: And we are i n Anglesey! And yet they w i l l be gorged 
on blood and f i r e and slow to move. Perhaps we may 
reach Londinium before them, (to Messenger) Sound an 
alarm! We w i l l leave i n an hour! 
RM: Yes, my Lord. 
Messenger leaves. (Trumpets sound i n the distance) 
SP: So Boudica leads the r e v o l t ! That i s dangerous - the 
Procurator did her such e v i l that she has nothing to 
lose, and w i l l be merciless i n her revenge. 
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Act I I Scene 2 - House of V i l l e i u s and Grania i n Londinium 
Enter V i l l e i u s . 
V: Camulodunum has f a l l e n ; rumours are r i f e , and people 
say that the rebels w i l l come to Londinium next. And 
yet everything i s so normal here. How can I believe 
the t e r r i b l e things they say have happened , the torture 
and massacre of everyone, even children, by the rebels 
i n t h e i r rage? 
Enter Grania, heavily pregnant, w h i l s t V i l l e i u s i s s t i l l 
singing. 
V: Grania, s i t here. You must be t i r e d . 
Grania: Yes, I am t i r e d , but also frightened. 
V: Of the revol t ? Please don't worry, we w i l l be safe. 
Rome w i l l protect us. 
Grania: But how can we be saved i n t h i s sprawling town? I am 
B r i t i s h , and you are s t i l l a s o l d i e r of Rome, and I 
fear you w i l l abandon me and our c h i l d to our fa t e . 
He embraces her. 
V: I w i l l never leave you; when I f i r s t saw your willow-
flowing h a i r , the softness of your face and hazel eyes 
I knew you were the woman for me. How can you doubt 
my love for you? 
Grania: And I love you too; at f i r s t I was a f r a i d because you 
were a Roman, but you won me over to you. Even so, 
you are Roman, and my people are k i l l i n g yours. 
V: And you are my wife, you carry the f r u i t of our love, 
and I love you. How can you doubt my love for you? 
S i t down, my love and r e s t . 
She s i t s . He begins to sing. 
V: When I was young, I l i v e d happy and free 
By a beautiful forest i n I t a l y ; 
The land was r i c h and the sun always shone, 
But over the sea, a l l these pleasures have gone. 
The land of my youth i s f a r from here. 
And yet I am happy and shed not a tear; 
Ny beautiful wife i s a l l to me. 
Sun and fore s t , land and sea. 
My beautiful wife i s a l l to me. 
And t h i s i s where I s h a l l always be. 
A knock on the door. 
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V: Stay seated Grania, and I w i l l answer i t . 
V i l l e i u s opens the door. Suetonius Paulinus stands on the 
threshold. 
V: I t i s the Governor. Grania, I to l d you Rome would save 
us. My Lord, come i n and s i t down. 
Suetonius enters, and s i t s down heavily. 
SP: I have ridden here s t r a i g h t from Anglesey and have not 
much time. 
V: What i s happening? We have heard t e r r i b l e rumours that 
cannot be true. Have you defeated the rebels? 
SP: I came to see what could be done. The position i s 
t e r r i b l e , the rebels have destroyed the c a p i t a l c i t y 
of Camulodunum. I am sorry, I cannot save Londinium. 
Grania: Then what w i l l happen to us? 
SP: There are no defences, and I have only a few men with 
me. And I need every able Roman man to come with me 
and f i g h t . 
V: Then we must leave with you a t once. 
SP: No, V i l l e i u s . You must leave, but you cannot take your 
wife. There i s no room for women, and I see she cannot 
t r a v e l anyway. I am sorry. 
V: But I cannot leave my wife! 
SP: I am sorry, you have no choice. I order you to come: 
i f Boudica wins, we w i l l lose B r i t a i n . 
V: What s h a l l I do? I do not want to leave my wife, but 
I have to fi g h t for Rome. I f I stay and the rebels 
come they w i l l k i l l me, but surely Grania w i l l be safe 
- she i s B r i t i s h , and related to Boudica h e r s e l f ! No 
woman would k i l l her own family! 
Grania: I s a i d you would leave me. Do you r e a l l y think I would 
be allowed to l i v e by the rebels? They w i l l see me as 
a t r a i t o r . But V i l l e i u s , i f not for me, for the sake 
of our c h i l d , please don't leave me! 
She c l i n g s to him, crying. Under the weight of h i s own 
emotion, he pushes her away. 
V: My Lord, i t breaks my heart, but I w i l l come. I had 
hoped our marriage would mend a l l differences, but I 
see that duty i s stronger than love. Rome w i l l always 
come f i r s t for me: I wish by Jupiter himself, that I 
had not found t h i s out. 
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V i l l e i u s picks up h i s cloak and sword, and goes outside to 
wait for Suetonius, not daring to face h i s wife. 
Grania: This i s your doing. Whatever happens now cannot 
destroy me any more than you have done. 
SP: Madam, I am a s o l d i e r , and have to make decisions on 
what i s possible, otherwise we w i l l a l l die. Believe 
me, I would save you i f I could. But your own people 
must help you now. I cannot, I am sorry. 
Suetonius Paulinus leaves quickly and quietly. 
Grania: And t h i s i s where my love has brought me. Where can 
I go now? - I am an enemy of a l l , both of my people, 
and of Rome. Whoever wins, I am a dead woman. I was 
a fool to believe the words of a Roman. War divides 
us a l l , hatred feeds on hatred, blood on blood. And 
i t i s the innocent, the t r u s t i n g , who pay the p r i c e . 
Act I I Scene 3 - Same house as Act I I Scene 2 
I t i s now night. Grania i s s i t t i n g by the f i r e . Suddenly the 
door i s flung open. Boudica enters, with her two daughters 
and a male Briton (one of her spies) i n her party. 
MB: Here i s another Roman house, occupied by a woman. 
Where are a l l the men? Are they scared to face us? 
Boudica: (To MB) Seize her - she w i l l be s a c r i f i c e d to 
Andrasta, goddess of war. 
Grania: No! Boudica! I am B r i t i s h , and rela t e d to you! Don't 
you remember me? Grania?! 
Boudica:I never knew you. You are not one of us. (to MB) Seize 
her, I say! He takes hold of Grania and s t a r t s to 
drag her out. 
Grania: (screaming) Boudica! Boudica! My c h i l d ! 
The Male Briton h i t s her i n the stomach. She collapses and he 
takes her outside. 
Dorca: Mother, I remember Grania. She was kind to us when we 
were small. How can she be so bad now? 
Boudica:She i s a t r a i t o r and chose to marry a Roman. Were 
any of us shown mercy by the Romans? She has fed from 
our suffering, our pain. 
B r i g i t : But she i s pregnant. 
Boudica:So are you, but did you choose to be? Do not p i t y her 
suffering, rather remember your own. The Romans have 
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d e f i l e d us a l l and they must pay. 
Dorca: I wish none of i t had happened; I f e e l so black. I 
hate what we are doing. Why can't everything be back 
as i t was before? Why does i t have to hurt so much? 
Boudica:Because we have no choice. Real power never e x i s t s 
as you think. I f you would be a Queen, that i s what 
you must learn. (aside) And I am jealous too: of 
Grania's family, her happiness. While we have suffered 
such e v i l torment. I w i l l enjoy the torment of Grania, 
the shattering of her soul and slow, cr u e l death, piece 
by bloody piece! And yet, what does that make me?! 
Once I was able to f e e l joy, and now a l l I can give i s 
bleak and numb hatred and revenge! 
Boudica and her daughters leave. Her voice i s heard from 
outside the house. 
Boudica:Onwards to Verulamium! That Roman town of traitorous 
Britons! None w i l l be l e f t a l i v e ; l e t them be warned 
- Boudica w i l l avenge! 
Curtain. 
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Act I I I 
Act I I I Scene 1 - Front of Stage - No scenery 
Curtain r i s e s - Suetonius Paulinus i s standing on the front of 
the stage, facing the audience who are in the position of h i s 
troops. 
SP: Today i s the day of reckoning! Today we f i g h t for 
vic t o r y ! The Britons were fools to sack Verulamium; 
we have had time to prepare. Take no account of the 
numbers of these savages! They are badly armed, with 
more women than s o l d i e r s i n t h e i r ranks! When they 
meet the might of Roman s o l d i e r s they w i l l crack. 
Keep together, throw your j a v e l i n s , s t r i k e with your 
s h i e l d s . Have no thought of booty - win the v i c t o r y 
and you w i l l have everything! Today we w i l l win 
B r i t a i n once and for a l l ! 
Lights out. Sounds of battle and bat t l e music. Climax of 
music, then dies down and trumpets sound c l e a r l y . Boudica 
runs onto the stage, with her daughters. They stop for 
breath; a l l are wide-eyed and exhausted. 
Boudica:Oh gods, what have I done?! We have l o s t ! So many 
dead! (shouting) Run! Run, while you can! Save 
yourselves! (quietly) But for us.. .what hope i s there? 
Come, my daughters; we must move on. 
They move s w i f t l y off stage. 
Act I I I Scene 2 - Tent of Suetonius Paulinus 
Lights up to reveal Suetonius Paulinus, and two Roman o f f i c e r s 
seated round a table, drinking. The bat t l e i s over and the 
Romans have won. 
Off 2: I t was a bloodbath. The Britons were cut down, 
thousands upon thousands, while we l o s t only a few 
hundred. We k i l l e d men, women, children, even t h e i r 
animals. I have never seen so much blood. 
O f f l : Perhaps as much blood as they have s p i l t . They have tasted t h e i r own vengeance! 
SP: And Boudica has escaped with her daughters. She knows we w i l l pursue her. 
Off2: We w i l l f i n i s h the I c e n i once and for a l l - the blood 
of Roman men and women must be paid for by the Britons! 
SP: Blood begets blood. Where w i l l i t end? They have 
k i l l e d , and we have k i l l e d : however much blood i s 
s p i l t , vengeance can never be s a t i s f i e d . 
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O f f l : They are barbarians, not Romans. And they w i l l never 
learn to respect our strength i f we do not show i t . 
Off2: They laughed a t our might! 
O f f l : And those that are l e f t are t e r r i f i e d ! 
SP: And yet, they had cause for t h e i r hatred. Perhaps i f 
we had shown more respect to the Britons, they would 
have seen a f a i r e r side to Rome. But today we have won 
a great b a t t l e , today we have saved B r i t a i n for Rome! 
And tonight we celebrate - see that the so l d i e r s have 
plenty of wine! 
Act I I I Scene 3 - Palace of the I c e n i 
Boudica i s s i t t i n g , her daughters on either side of her. 
Boudica:We have l o s t . There i s nothing l e f t . My daughters, 
I am so sorry. 
Dorca: What do we do now? I f e e l so empty inside. 
B r i g i t : And my c h i l d i s dead; I miscarried my baby. (She 
weeps.) 
Boudica: (comforting her) I know B r i g i t , but perhaps i n the end 
i t i s as w e l l . I t would only have caused you more 
pain... Dorca, would you please bring me the best wine 
and three goblets. 
Dorca: The best? And three goblets? Yes Mother, i f you wish 
i t . 
She goes to get them. 
B r i g i t : (suspicious) Mother, why? And what was the other 
l i q u i d you took? Was i t poison? I saw you; Dorca did 
not. 
Boudica:We were Queens together, a l l r i d i n g high on the c r e s t 
of v i c t o r y . What we shared i n l i f e - there i s no other 
way. 
B r i g i t : But I do not want to die! I am young, I want to l i v e ! 
Boudica:And what w i l l happen once the Romans take us? Last 
time they raped you; what w i l l they do now? This way 
i s the e a s i e s t and quickest. I wish i t were d i f f e r e n t : 
I love you so much! But l e t Dorca keep her innocence. 
Dorca returns. 
B r i g i t : Mother, I should l i k e to sing before we drink together. 
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Boudica:Yes, I would love you to sing. 
Boudica pours out the wine. While Dorca i s looking away, she 
pours l i q u i d from a small v i a l into a l l three. B r i g i t s t a r t s 
to sing. 
B r i g i t : My love i s lying dead now, 
Cold furrows h i s hai r ; 
He died to save a lady. 
The lovely Finnebair. 
Boudica hands around the wine. Dorca drinks some of hers. 
But she was cold and f a i t h l e s s , 
And used h i s heart for fun; 
She t r i c k e d a l l her lovers. 
Each and every one. 
Dorca drinks the r e s t of her wine. 
My lover was so noble, 
Kind, tender and f a i r ; 
Every lady loved him, 
But not Finnebair. 
B r i g i t drinks hers and looks at Boudica who embraces both 
daughters. Dorca gasps and dies. 
Boudica:And now h i s l i f e i s over 
I s h a l l die as wel l ; 
Nothing l e f t to l i v e for. 
Nothing l e f t to t e l l . 
B r i g i t dies, clinging to her mother. 
Boudica:My daughters are dead, I have k i l l e d them. When I 
gave b i r t h , my blood and pain brought forth great joy. 
And now, t h e i r mother, I have taken back the l i f e I 
gave them, that l i f e which should j u s t have been 
beginning. But the Romans robbed us of a l l joy and 
meaning, v i o l a t i n g us to our very core. A l l we had 
l e f t was revenge, a l l we could give was our blood and 
pain. We had to destroy, or be forever crushed. And 
we have l o s t . 
And so I now give myself the poison that ended these 
two b r i e f and ruined l i v e s . (Drinks her wine) My 
people w i l l remember me; whatever they have to endure, 
t h e i r spark of l i f e w i l l always burn, for without i t 
there i s nothing, nothing, nothing.... 
Boudica dies. F i n a l curtain. 
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ADVENTUS AMORI - The Advent of Love 
by G i l l i a n Carcas 
I 1 Love i s patient, love i s kind, 
Love does not envy, does not boast, 
Love r e j o i c e s in the truth, 
Ever t r u s t s , ever hopes, 
Love never f a i l s . 
I I 2 A wonder thyng i s now b e f a l l : 
The Lord that mad both se and sun, 
Heven and erth and a n g e l l i s a l l , 
In monkynde i s now becumme. 
The Lord that a l l thyng mad of noght 
I s mon becum for mones love, 
For with h i s blood he s c h u l l be boght 
From bale to blyss that i s above. 
I I I 3 Love came down at Christmas, 
Love a l l lovely, Love divine, 
Love to God and everyone, 
Love for plea and g i f t and sign. 
4 When a l l i s confusion, a l l force spent, 
Deep within l i e s the Light of God, 
The strength of Love that no darkness 
can ever destroy; 
Love never f a i l s . 
IV 5 And now i s r i s i n the bright day s t a r 
From the rose Mary, flour of f l o u r s , 
The c l e i r sone whom no clud devours 
I s comin of h i s hevinly tours. 
Now spring up, f l o u r i s , fro the rute, 
Revert you upwart na t u r a l l y 
I n honour of the b l i s s i t frute 
That r a i s up fro the rose Mary; 
Lay out your l e a v i s l u s t i l y . 
C e l e s t i a l f o u l i s i n the a i r 
Sing with your n o t t i s upoun hight 
I n f i r t h i s and i n f o r r e s t s f a i r 
Be mirthful now with a l l your might. 
Sing hevin imperial most of hight, 
Regions of a i r mak harmony, 
A l l f i s h i n flude and foul of f l i g h t 
Be mirthful and mak melody. 
Sing hevin imperial most of hight„ 
Be mirthful now with a l l your might, 
And Gloria i n e x c e l s i s cry, 
He that i s crounit above the sky 
Came down to earth for us, to die, 
Love came down at Christmas. 
Texts: 1 Adapted from the Bible; I Corinthians 13 v 4-
2 From a car o l by John Audelay, 15th Century 
3 From a car o l by C h r i s t i n a R o s s e t t i , 1830-94 
4 Written by the composer 
5 From a carol by William Dunbar, 15th Century 
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JTio AOIWI H O 
Ok rvt. 
Tacitus (spoken r o l e ) 
Boudica (mezzo soprano) 
B r i g i t (soprano) 
Dorca (soprano) 
Grania ( a l t o ) 
Catus Decianus (tenor) 
V i l l e i u s (tenor) 
widow of Prasutagus, c l i e n t king 
of the I c e n i 
elder daughter of Boudica, aged 16 
years 
younger daughter of Boudica, aged 
14 years 
B r i t i s h wife of V i l l e i u s 
Procurator of B r i t a i n 
Roman husband of Grania and f r i e n d 
of Suetonius Paulinus 
Roman S o l d i e r 1 (baritone) 
Roman Messenger (baritone) 
Briton (baritone) 
Roman So l d i e r 2 (bass) 
Suetonius Paulinus (bass) Governor of B r i t a i n 
NOTE: This opera i s arranged so that only one tenor, one 
baritone and one bass are needed, hence the above groupings. 
Grania, V i l l e i u s , the Roman Messenger, Briton and Suetonius 
Paulinus do not appear i n Act I . 
O r c t K 
F l u t e ( a l s o piccolo and a l t o f l u t e ) 
Oboe ( a l s o cor angl a i s ) 
C l a r i n e t i n Bb 
Bassoon 
Horn 
Trumpet i n Bb 
Trombone 
Percussion) 
3 Timpani ) one player 
Bass Drum ) 
Harp 
V i o l i n I ) 
V i o l i n I I ) 
Vio l a ) s i n g l e s t r i n g s or small s t r i n g section 
C e l l o ) 
Double Bass) 
LIBRETTO FOR BOUDICA 
Prologue 
T a c i t u s : I t was not so many years ago th a t i t a l l happened. My 
uncle Agricola, who was then a young man, s t i l l swears 
today t h a t Rome nearly l o s t B r i t a i n because of the 
r e v o l t l e d by Boudica. Prasutagus, king of the I c e n i , 
died some s i x t e e n years a f t e r Claudius invaded B r i t a i n , 
leaving h i s widow Boudica and t h e i r two daughters. I n 
h i s W i l l he l e f t h a l f h i s kingdom to h i s family, and 
h a l f to the Emperor, Nero. By t h i s means he hoped to 
keep h i s family and t r i b e secure. But the Procurator, 
Catus Decianus, was an unscrupulous and greedy man, and 
B r i t a i n was proving c o s t l y to keep under Roman c o n t r o l . 
Would he respect the provisions made for Boudica, and 
for her two daughters? And would anyone i n Rome care 
i f he did not? 
Tacitus slowly walks off the stage. 
Act I 
Act I Scene 1 
Palace of the I c e n i . There i s a f i r e burning on an open 
hearth i n the centre of the room, and the walls are hung with 
r i c h drapes. There i s a s o l i d oak table by one of the w a l l s 
on which various I c e n i treasures stand. Boudica i s wearing a 
robe and a heavy gold necklace, her auburn h a i r flowing 
f r e e l y . She i s s i t t i n g on a wicker c h a i r thoughtfully 
watching the f i r e as the c u r t a i n r i s e s . I t i s a bright sunny 
morning. 
Boudica gets up and s t a r t s arranging flowers i n vases around 
the room. B r i g i t and Dorca appear i n the doorway, unseen by 
Boudica at f i r s t . When she turns i n t h e i r d i r e c t i o n , they run 
to her, f u l l of excitement. 
Boudica:My daughters! How are you today? 
B r i g i t 
& Dorca:We are w e l l . Mother. 
B r i g i t : I woke e a r l y , and went outside to watch the sun r i s e , 
with mist over the grass: I t was so b e a u t i f u l . 
Boudica:And Dorca, d id you go as well? 
Dorca: As I l a y i n my bed, I l i s t e n e d to the birds singing: 
Their music made me happy, so happy, then I f e l t sad, 
I miss our Father, I miss him so much. 
1 
A l l three embrace 
Boudica:We a l l miss him: He was a good man, and he loved you 
dearly. When you are older you w i l l r u l e i n h i s place, 
and honour h i s memory. 
They stand apart 
B r i g i t 
& Dorca:We w i l l always honour him. 
Dorca: Mother, s h a l l we sing to you, as we used to sing when 
Father was a l i v e ? 
Boudica:Yes, I would love you to sing. 
Dorca: My love has journeyed over the sea, 
I wait for him to come home to me; 
H e ' l l bring a s i l v e r comb to s e t i n my h a i r . 
And jewels r i c h and rubies r a r e . 
For h i s lady, Finnebair, 
&Brigit:For h i s lady, Finnebair. 
Song repeated by B r i g i t and Dorca. They hug t h e i r mother, 
then run, laughing, to the side of the room where they become 
engrossed i n playing a game together. Boudica s t a r e s 
thoughtfully at them as they run to the si d e of the room, then 
looks to the front of the stage to address the audience. 
Boudica:My daughters, such b e a u t i f u l g i r l s , t h e i r love 
s u s t a i n s me. And they w i l l be strong, womanly Queens, 
as i s our t r a d i t i o n . But the Romans, w i l l they respect 
us? I fear f o r my daughters, now my husband i s gone: 
I hope, I f e a r , I wait.... 
Act I Scene 2 
The same room, i n the e a r l y evening. Boudica and her two 
daughters are s i t t i n g sewing together by the f i r e . 
There are 3 loud knocks on the door, a b r i e f s i l e n c e and then 
3 louder, slower knocks. 
RS I : (shouted from offstage) Open i n the name of the 
Emperor! 
Boudica gets up and comforts her two daughters who are shocked 
and stunned. They embrace c l o s e l y . The door i s flung open, 
revealing Catus Decianus and two Roman s o l d i e r s standing on 
the threshold. After a short time they slowly make t h e i r way 
into the palace i n an intimidating manner. 
CD: Boudica! Your husband's kingdom i s f o r f e i t to Rome! 
2 
Boudica:My husband's W i l l left, h a l f to our daughters, and gave 
h a l f of a l l we have to the Emperor. My husband served 
you w e l l and l o y a l l y ! 
CD: He i s dead! His W i l l i s worthless, and we w i l l take 
what i s ours: Seize everything! 
Boudica stands face to face with Catus Decianus 
Boudica:And you would leave us with nothing! I s t h i s how Rome 
t r e a t s i t s f r i e n d s ? ! 
CD: You think to t e l l us what to do! Who are you? - a 
barbarian woman! 
CD & RS:Who are you, barbarian woman! 
CD: I w i l l show you j u s t how Rome t r e a t s barbarians who 
dare to question my authority! You have two daughters, 
two l o v e l y daughters, two young, such p r e t t y daughters, 
j u s t r i p e f o r plucking. (to s o l d i e r s ) Do what you 
want with them! 
Boudica:No! No, not my daughters! 
B r i g i t 
& Dorca:Mother! 
Boudica watches impotently as her daughters are taken from the 
stage by the Roman s o l d i e r s ; Catus Decianus t i e s her to a 
column - i n her st a t e of shock she can o f f e r l i t t l e 
r e s i s t a n c e . Screams from B r i g i t and Dorca can be heard from 
time to time as they are raped offstage. Catus Decianus moves 
around Boudica menacingly throughout the following: 
CD: ( p u l l i n g head back - manner s a d i s t i c a l l y coaxing) So, 
what s h a l l I do with the mother? Perhaps with t h i s 
sword I w i l l cut you up slowly l i k e meat. (That's 
r i g h t . . .be scared.. .be very scared...) Perhaps I w i l l 
cut o f f your f i n g e r s , (takes one of her hands) one by 
one: And then your b r e a s t s . . . ( r e s t s sword against 
l e f t breast) I can do whatever I l i k e with you! You 
belong to me, now your husband i s dead.. Do you miss 
your husband? Do you miss h i s touch?! L i k e t h i s ? ! 
(sudden movement by Catus Decianus between Boudica's 
legs - she gasps) But you long f o r a r e a l Roman sh a f t , 
l i k e your daughters are getting r i g h t now! (he laughs, 
the music r i s e s to a climax and the daughters are flung 
i n the room and dumped on the f l o o r by the two Roman 
s o l d i e r s who enter, laughing. B r i g i t and Dorca are 
dishevelled, bloody and u t t e r l y shellshocked.) So 
these are the proud daughters of a proud Queen! You 
whimpering women are nothing but worthless whores! 
(ki c k s the nearest daughter i n the stomach) See how 
Rome t r e a t s those who defy them: (shouted a t Boudica) 
I w i l l make you beg f o r your l i f e ! 
3 
Music r i s e s to a climax as Catus Decianus s t r u t s p a t h e t i c a l l y , 
l i g h t s f l a s h i n g . He s t r i p s Boudica's back and brings a whip 
down. As i t descends, the l i g h t s go out. Whip heard again 
and again - gasps, and i n the end Boudica screams. 
Silence. The Romans leave n o i s i l y , taking the treasures of 
the palace with them and laughing and joking obscenely. 
Act I Scene 3 
The same room, a l i t t l e l a t e r , with the table now bare of i t s 
treasures and the r i c h drapes gone. Boudica i s s t i l l t i e d to 
the column and her daughters l i e motionless on the ground. The 
music begins with the stage i n darkness and the l i g h t s are 
gradually r a i s e d to a wan paleness. 
Both daughters attempt, and f i n a l l y manage, to r a i s e 
themselves. They slowly approach t h e i r mother, they untie her 
and she co l l a p s e s to the ground, facing the audience. B r i g i t 
and Dorca huddle e i t h e r side of her. Boudica puts her hand 
out towards the audience, to whom her voice i s d i r e c t l y 
addressed. 
Boudica:I cannot begin to plumb the depths of my darkness: 
(she manages to s i t up, her daughters continue to huddle 
e i t h e r side of her, t h e i r faces held away from the audience) 
such d u l l and dank ugli n e s s so big, v i l e n e s s so v a s t , pain and 
g h a s t l i n e s s beyond a l l bearing. My daughters... (weeps) I 
could not save them, t h e i r own mother, t h e i r own Queen, from 
the black iro n hatred of men, of Romans, d e f i l i n g the most 
sacred part of our humanity, s t r i p p i n g us of a l l , leaving us 
nothing but dark emptiness, numbness, pain. And what did we 
do to provoke them? Nothing, but ask for respect from 
' c i v i l i s e d ' Romans... (slowly r i s e s with daughters) they count 
us so l i t t l e t hat they trample us into the ground, t e a r i n g us 
apart, destroying, r e v e l l i n g i n our torment without p i t y . . . 
( a l l three strongly standing, defiant, music blazing) I f t h i s 
i s how ' c i v i l i s e d ' Romans a c t , there i s no morass so deep that 
we barbarians cannot enter, to avenge! 
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prr 
THE LADIES' DEFENCE 
I 1. Yes, injured Woman! r i s e , a s s e r t thy r i g h t ! 
Woman! too long degraded, scorned, oppressed; 
Make treacherous Man thy subject, not thy friend? 
Thou mayst command, but never canst be free. 
I I 2. Woman, a pleasing but a shor t - l i v e d flower, 
Too s o f t for business and too weak for power: 
A wife i n bondage, or neglected maid; 
Despised, i f ugly; i f she's f a i r , betrayed. 
'Tis wealth alone i n s p i r e s every grace, 
And c a l l s the raptures to her plenteous face. 
What numbers for those charming features pine, 
I f blooming acres round her temples twine! 
Her l i p the strawberry, and her eyes more bright 
Than sparkling Venus i n a fros t y night; 
And, where the charmer treads her magic toe, 
On English ground Arabian odours grow; 
T i l l mighty Hymen l i f t s h i s sceptred rod 
And sinks her g l o r i e s with a f a t a l nod, 
Dissolves her triumphs, sweeps her charms away, 
And turns the goddess to her native c l a y . 
I l l 3. What i s ' t you mean, that I am thus approached? 
Dare you to hope that I may be debauched? 
In every word and action doth appear 
Something I hate and blush to see or hear. 
When a salute did seem to custom due, 
With too much ardour you'd my l i p s pursue; 
My hand, with which you played, you'd k i s s and press, 
Nay, every look had something of address. 
At f i r s t I could not see the lewd abuse, 
But framed a thousand things for your excuse. 
Nor stopped you here, but languishingly spake 
That love which I endeavoured to mistake. 
What saw you i n me that could make you vain, 
Or anything expect but j u s t disdain? 
Your rude love my privacy invades: 
Why should I suff e r for your lawless flame? 
IV 4. 'Tis hard we should be by the men despised, 
Yet kept from knowing what would make us prized: 
Laughed out of reason, jested out of sense, 
And nothing l e f t but native innocence; 
5. They fear we should excel t h e i r sluggish parts, 
Should we attempt the sciences and a r t s : 
Pretend they were designed for them alone, 
So keep us fools to r a i s e t h e i r own renown. 
There's ten c e l e s t i a l females govern wit, 
And but two gods that dare pretend to i t . 
And s h a l l these f i n i t e males reverse t h e i r r u l e s ? 
No, we'll be wits, and then men must be fools. 
V 6. Descend, f a i r Truth, c e l e s t i a l maid, descend, 
And with thy l u s t r e radiate the dark cloud, 
Which deep envelops the sapient sons of men. 
Dark D i s t r u s t and Incredulity s h a l l f l y , 
when thou, f a i r Truth, descend. 
Let a l l the world survey 
My g u i l e l e s s heart, and trace 
Each action to i t s spring. 
And l e t me bless the providential hand, 
Which kindly formed me female. 
1. From "The Rights of Woman" by Anna L a e t i t i a Barbauld, 
1743-1825. Written c 1795; published 1825. 
2. From "An Essay on Woman" by Mary Leapor, 1722-1746. 
Published 1751. 
3. From "The Repulse to Alcander" by Sarah Egerton, 
1670-1723. Written 1703. 
4. From "The Ladies Defence" by Mary, Lady Chudleigh, 
1656-1710. Written 1701. 
5. From "The Emulation" by Sarah Egerton. Written 1703. 
6. From "Ode to Truth" by Mary Whateley, 1738-1825. 
Written 1759. 
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